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identified! simply! as! imitation! or! a! representation.! What! Artaud!
sought! in! his! impossible! Theatre!of! Cruelty!was! to! end! theatre! as!





























[Grotowski]! is!concerned!with!the!relation!of!the! ‘mask!of! lies’!we!
wear!in!everyday!life!to!the!‘secret!motor’!behind!the!mask!(1968:!
46,! 52).! By! confronting! the! everyday! self!with! ‘its! deep! roots! and!
hidden!motives’! (52),! Grotowski! hopes! to! produce! revelation,! ‘an!
excess!of! truth’! (53)!…!This!act!of! selfjexposure!and!sacrifice! is!an!
invitation!to!the!spectator!to!do!the!same!thing!on!a! less!extreme!
level,!to!discover!and!confront!the!truth!about!herself!(37).!!!

























































                                                
5!The!recent!‘Theatre!and!Ghosts’!conference!at!the!University!of!York!(July!1st!j!3rd,!2011)!
indicates!a!further!move!in!this!direction.!!!!








































My!goal! is! to! replace! the! idea!of! ‘a!utopia’!as!something! fixed.!A!
form! to! be! fleshed! out,! with! the! idea! of! ‘the! utopian’! as! an!
approach(towards,(a!movement!beyond!set!limits!into!the!realm!of!
the!notjyetjset.!At!the!same!time,!I!want!to!counter!the!notion!of!
the! utopian! as! unreal! with! the! proposition! that! the! utopian! is!
powerfully! real! in! the! sense! that! hope! and! desire! (and! even!
fantasies)!are!real,!never!‘merely’!fantasy.!It!is!a!force!that!moves!
and!shapes!history.!
! ! ! ! ! ! !!!!!!(Bammer,!1991:!7)!
!


















unreflective! assumptions! that! fail! to! get! much! further! in! their!
attempts! to!explicate! the!value!of! ‘liveness’! than! invoking!clichés!
and!mystifications!like!‘the!magic!of!live!theatre’,!the!‘energy’!that!
supposedly! exists! between! performers! and! spectators! in! a! live!
event,!and!the!‘community’!that!live!performance!is!often!said!to!
create!among!performers!and!spectators.!
! ! ! ! ! ! !!!!!!!!!!!!!!!!!!!!!!!!(2008:!2)!
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Chatterbots!typically!operate!in!textjbased!digital!environments,!in!
which!the!user!types!messages!to!the!bot!and!the!bot!responds!in!
“typed”!words! that! appear! on! the! computer! screen.! Chatterbots!
are! based! on! research! in! natural! language! processing! and! are!
generally!programmed!to!recognize!words!and!word!patterns!and!
to! respond! with! statements! that! make! sense! in! the! context! of!
what! is! said! to! them,! though! some! are! also! capable! of! initiating!
conversations.!
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I!must!admit!I!believe(in!all!the!things!that!Auslander!disparages!…!
I’ve!experienced!them!all.!I’ve!felt!the!magic!of!theatre;!I’ve!been!
moved! by! the! palpable! energy! that! performances! that! work!
generate;! and! I’ve! witnessed! the! potential! of! the! temporary!



















































Is! concerned!with! the! potentially! transformative! consequence! of!
































































































































Attempts!we!made! to! convey! or! analyse! our! experiences! ‘in! the!
moment’!either!ended!in!description!too!detailed!to!contain!in!one!
volume!or!sent!us!spinning!off!further!and!further!from!the!actual!
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!
Performative! writing! is! an! attempt! to! find! a! form! for! ‘what!
philosophy!wishes!all!the!same!to!say.’!Rather!than!describing!the!
performance! event! in! ‘direct! signification’,! a! task! I! believe! to! be!
impossible! and! not! terrifically! interesting,! I! want! this! writing! to!




the! muscular! force! of! political! repression! in! all! its! mutative!
violence.!!









Hegel’s! sentences! enact! the!meanings! that! they! convey;! indeed,!
they! show! that! what! ‘is’! only! is! to! the! extent! that! is! enacted.(
Hegelian! sentences! are! read! with! difficulty,! for! their! meaning! is!
not! immediately!given!or!known…!Like!a! line!of!poetry!that!stops!
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us! and! forces! us! to! consider! that! the!way! in! which! it! is! said! is!
essential!to!what(it!is!saying.!













































































































































































































conditions! of! their! production! and! reception! in! history;! as! involved,!


























































































Obviously! Queer! Theory! does! function! in! specific! –! albeit! complex!
and! somewhat! ambiguous! –! ways! in! particular,! and! in! relation! to!
particular! issues.!And,! as!Alan!McKee!has!pointed!out,! ignoring! this!
because! of! a! fear! that! any! attempt! to! investigate! the!multifarious,!
multivalent,! and! contextually! specific! practices(s)! of! Queer! Theory!














































A! double! emphasis! –! on! the! conceptual! and! speculative!
work!involved!in!discourse!production,!and!on!the!necessary!
critical! work! of! deconstructing! our! own! [lesbian! and! gay]!
discourses!and!their!constructed!silences.!!




























































































That! the! term! [woman]! is! questionable! does! not! mean! that! we!
ought!not! to!use! it,!but!neither!does! the!necessity! to!use! it!mean!
that! we! ought! not! perpetually! to! interrogate! the! exclusions! by!
which!it!proceeds,!and!to!do!this!precisely!in!order!to!learn!how!to!
live! the! contingency! of! the! political! signifier! in! a! culture! of!
democratic!contestation.!



















































































concern! with! norms! and! how! the! terms! of! both! existence! and!
resistance! are! constrained! and! yet! enabled! by! their! operation;! an!
interest! in! the! power! relations! that! structure! contemporary! reality,!







breadth! of! her! queer! inquiry! is! extended.! Therefore,! in! addition! to! her! analyses! of!
performativity,! it! is! in! the! dynamic,! rich! and! varied! scope! of! her! intellectual!













































sense! of! otherness,! of! nonjidentical! repetition,! that! can! occur!
anywhere,!at!any!time.!It!may!consist!of!societal!rituals,!or!it!may!be!
understood!as!the!conscious!and!unconscious!adoption!of!roles!that!
we! may! play! during! everyday! life,! depending! on! the! company! we!
keep,!or!where!we!are!located!at!the!time.!The!theatrical!metaphor!is!
a!fundamental!tool!we!use!to!understand!culture.!































namely,! framing! devices! that! alert! the! audience,! spectators! or!
participants! to! the! reflexive! structure! of! what! is! staged,! drawing!
attention! to! its! constructed! nature,! and! more! or! less! to! the!
assumptions!–!social!and/or!political!and/or!cultural!and/or!!
!
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philosophical,!etc.!–!through!which!that!construction!is!achieved.!















                                                
17!In!The(Radical(in(Performance!Kershaw!defines!‘radical’!as:!
!
Not! just! freedom! from(oppression,! repression,! exploitation!–! the! resistant!
sense!of!the!radical!–!but!also!freedom!to(reach(beyond(existing!systems!of!
formalised! power,! freedom! to! create! currently! unimaginable! forms! of!
association! and! action! –! the! transgressive! or! transcendent! sense! of! the!
radical.!What! I! am! interested! in! centrally,! then,! is! not! the!ways! in! which!
radical!performance!might!represent!such!freedoms,!but!rather!how!radical!
performance! can! actually! produce! such! freedoms,! or! at! least! a! sense! of!
them,!for!both!performers!and!spectators,!as!it!is!happening.!


























defines!politics! as! the! ‘important,! inescapable,! and!difficult! attempt!
to!determine!relations!of!power! in!a!given!space’! (2004:!67).!By!the!
phrase! ‘relations! of! power’! we! might! understand! that! power! –! or!
powerlessness!–!is!nothing!in!itself!and!only!ever!meaningful!in!terms!
of! the!distribution!of!power!across! social! relations,! among!different!
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groups!or!classes!or!interests!that!make!up,!however!momentarily,!a!
social!body.! It! goes!without! saying! that! this!distribution!of!power! is!
often!unequal.!!!!
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have! never! enjoyed! the! luxury! of! selfjexpression! may! not! be! so!
enthusiastic!about!silence.!!






Visibility! politics! have! practical! consequences;! a! line! can! be! drawn!
between!a!practice! (getting! someone!seen!or! read)!and!a! theory! (if!
you! are! seen! it! is! harder! for! “them”! to! ignore! you,! to! construct! a!
punitive!canon);!the!two!can!be!reproductive.!While!there!is!a!deeply!
ethical! appeal! in! the! desire! for! a! more! inclusive! representational!
landscape! and! certainly! underjrepresented! communities! can! be!
empowered!by!an!enhanced!visibility,!the!terms!of!this!visibility!often!
enervate! the! putative! power! of! these! identities.! A! much! more!
nuanced! relationship! to! the!power!of! visibility!needs! to!be!pursued!
than!the!Left!currently!engages.!!!















































































                                                
18!Jonathan!Dollimore!investigates!similar!subversive!strategies!through!what!he!calls!
‘transgressive!reinscription’,!cf.!Sexual(Dissidence!(1991).!






children,! for! instance,!who!may!well! need! them! to! function! socially!
even!if!they!end!up!changing!the!assignment!later!in!life,!knowing!the!
risks.! The! perfectly! reasonable! assumption! here! is! that! children! do!
not! need! to! take! on! the! burden! of! being! heroes! for! a! movement!
without!first!assenting!to!such!a!role.!In!this!sense,!categorization!has!
its!place!and!cannot!be!reduced!to!forms!of!anatomical!essentialism.!






















































Is! that! in!which! artists! and! spectators! engage!with! each! other! in! a!
mutual!effort!to!comprehend!the!situation!and!the!structures!within!
which! we! find! ourselves! together! as! a! collection! of! people! on! this!
planet.! It! helps! if! concepts! and! terminology! such! as! democracy,!
citizenship,! representation,! the! juridical! and! institutional,! pluralism,!



































demand! a! place! among! ‘our! concerns’?! And! if! so,! how! are! we! to!
answer!that!demand?!Or!else,! if!we!understand!entertainment!in!its!
other! sense,! do! these! strangers! appear! only! to! amuse! us! from! a!
distance?! I! like! to! think! of! these! dual! meanings! informing! Brecht’s!

































































place! in! a! genre! of! security,! that! is,! the! discourses! are! constructed!
around! and! towards! securitising! language,! on! the! assumption! that!
  69 
this! is!the!only!way!to!make!sense,!be!convincing!and!justify!powerj


























And! ‘presence’! –! showing! up! –! at! activist! disruptions,! at! live!
performances,!in!collective!venues,!reclaims!the!‘live’!–!the!body!–!
the! visible! –! looking! for! lesbians! in! a! political! sense.! It! is! live!
performance! as! politics,! as! theater,! the! play! of! positional! masks,!
sweating! flesh! and! clapping! hands! that! finally! animates! what!
cyberpunks! call! the! “meat.”! For! presence! as! body,! as! visibility,! in!
the!collective,!once!abandoned,!ijdentity!once!gone,!promotes!the!
new! sense! of! performativity! in! which! the! body! is! a! trope! and!
performance!part!of!the!allure!of!reading!and!writing.!!
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The! feeling! body! is! theatre’s! focus:! theatre! requires! a! perceiving!
person!in!order!to!be.!The!feeling!body!is!also!the!vehicle!for!theatre’s!
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very!bodies! for!which!we! struggle! are!not!quite!ever!only!our!own.!
The!body!has! its! invariably!public!dimension;! constituted!as!a! social!
phenomenon!in!the!public!sphere,!my!body!is!and!is!not!mine.!












Sex! is! made! understandable! through! the! signs! that! indicate! how! it!
should!be!read!or!understood.!These!bodily!indicators!are!the!cultural!
means!by!which!the!sexed!body!is!read.!They!are!themselves!bodily,!
and! they! operate! as! signs,! so! there! is! no! easy! way! to! distinguish!
between!what!is!‘materially’!true,!and!what!is!‘culturally’!true!about!a!
sexed! body.! I! don’t! mean! to! suggest! that! purely! cultural! signs!
produce! a!material! body,! but! only! that! the! body! does! not! become!
sexually!readable!without!those!signs,!and!that!those!signs!are!!!!!
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[W]hile! the! slash! opens! out! onto! –! facilitates! even! –! explorations! of!
literal,! figural,! metaphorical! and! material! relationships,!
transmigrations! and! hybridisations! between! the! Human! and! the!
nonhuman,! its! positioning! marks! out! the! impossibility! of! applying! a!
hermetic! seal! to! the! distinction! between! –! however! temporary! or!
shifting!–!what!gets!to!count!as!Human!and!nonhuman.!




















































































For! even! as! desire! motivates! the! subject! and! materiality! of! the!
content! of! a! theatre! piece,! it! also! sets! spinning! the! other!
relationships! in! the! house! –! between! the! performers! onstage,!
between! the! people! in! Row! A! and! those! in! Row! B,! between! the!
audience!members! and! the!bodies! onstage! –! in! a! tango!of! charged!
possibilities!of!queer!spectatorship.!
! ! ! ! ! ! !!!!!!!!!!!!!!!!!(Miller,!2009:!x)!
!










a! place! of! fantasy! and! longing,! of! fleeting! exchange! between!






























thought,! feeling! or! action!within! the! sphere! of! politics.! Ethics! does!
not!quite!displace!either! aesthetics! or! politics.!Aesthetic! experience!
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We!might!be!able! to!develop!a!model!of!performance!as!an!ethical!
encounter,! in! which! we! come! face! to! face! with! the! other,! in! a!
recognition! of! our! mutual! vulnerability! which! encourages!
relationships! based! on! openness,! dialogue! and! a! respect! for!
difference.!


































































The!face! is!not! in! front!of!me!(en(face(de(moi)!but!above!me;! it! is!
the! other! before! death,! looking! through! and! exposing! death.!
Secondly,! the! face! is! the! other! who! asks! me! not! to! let! him! die!
  88 
alone,! as! if! to! do! so!were! to! become! an! accomplice! in! his! death.!
Thus! the! face! says! to!me:! you! shall! not! kill.! In! the! relation! to! the!
face! I! am! exposed! as! a! usurper! of! the! place! of! the! other! …! To!
expose! myself! to! the! vulnerability! of! the! face! is! to! put! my!
ontological! right! to! existence! into! question.! In! ethics,! the! other’s!
right!to!exist!has!primacy!over!my!own,!a!primacy!epitomized!in!the!
ethical! edict:! you! shall!not! kill,! you! shall!not! jeopardise! the! life!of!
the!other.!!!
































































explore! how! performance! might! enlighten( an! ethic! of! nonjviolent! being! with!
others,! and! nonjviolent! being! in! the! world! …! ‘Letting! go’! is! the! strategically!
utilitarian! term!deployed!here! to! think!about! a!performative!act! that! loosens! the!
































































absolute!quality!of! the!demand!to! infinite! responsibility;! it!obscures!
the! idea! that! the! self! comes! into!being!only! through! this!encounter!
with,! and! infinite! subjection! to,! the! other! …! the! ethics! left! behind!
after! this! ‘misappropriation’! is! [potentially]! a! lazy! form!of!mundane!
liberalism,!in!which!we!are!wearily!enjoined!to!be!nice!to!each!other,!
and!is!thus!of!no!use!to!anyone.!! !







































































































































































































It! was! not! that! our! experience! of! Lois! and! Peggy’s! process!
contradicted! the! various! feminist! and! queer! theories! that! have!
been!used! to!discuss! their!work.!Rather,!what!we! found!was! that!
their!process!could!be!said!to!literally!‘embody’!these!theories,!but!
in!a!way!that!was!not!only!distinct!from,!but!was,!in!fact,!in!excess,!
of! them.! In! short,! the! creative! processes! we! encountered! in! and!
through! these!events! started! to! reveal! the!necessary! limits! of! the!
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i!On!this!point!José!Esteban!Muñoz!argues:!!
!
An! especially! troubling! genealogy! of! queer! theory! is! Annamarie! Jagose’s!
Queer( Theory,! a! book! that! attempts! to! historicize! queer! discourse! by!
narrating! its! debt! to! the!homophile!movement! and! lesbian! feminism,! and!








































of!meaning,! a!distrust!of! systematic! scientificity,! and! the!abandonment!of!
the!old!Enlightenment!project.!
! ! ! ! ! ! !!!!!!!!!!!!!!!(Macey:!2000:!309)!
!
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In! fact,! in! José!Esteban!Muñoz’s!exploration!of! the!genealogy!of!queer! theory,!he!
also!draws!attention!to!the!influence!of!postructuralist!Roland!Barthes,!whose!work!
unpacks!‘the!ruses!and!signs!of!normativity’!(1999:!21).!Furthermore,!he!also!argues!














her! ideas! progressing! in! a! straight! line! from! A! to! M! To! Z;! instead,! the!
movement! of! her! thought! would! resemble! a!Mobius! strip,! or! a! series! of!
Mobius!strips,!exemplifying!how!her! theories!curve!or!circle!around! issues!
without!attempting!to!resolve!them.!
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prove! particularly! resistant! to! this! work! of! ‘reterritorialisation’.! She! also!
observes! that! the! rejcitation! of! reactionary! terms! does! not! necessarily!
result! in! progressive! resignification,! acknowledging! that! the! ‘risk! of!
renormalisation’!always!exists.!
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To! be! queer! and!Welsh! (or!Welsh! and! queer)! seems! to! involve! a! continual!
process! of! negotiation,! an! ongoing! act! of! translation! …! the! key! to!
understanding! the! possibilities! presented! here! may! be! the! way! in! which!
James’! play,! I! think,! positions! Welshness! –! linguistically,! culturally,! as! a!
national!identity!–!as!a!register!for!queerness,!though!the!replacement!of!one!
for!the!other!is!not!a!simple!dichotomy.!The!relationship!between!the!two!is!
discontinuous,! fluid,! plural.! It! permits! points! of! contact,! which! are! familiar!
and!unfamiliar.!There!is!space!here!for!resistance,!for!a!creative!rejwriting!of!
known! histories! and! geographies,! for! a! making! sense! of! oneself! without!
leaving.!It!may!provide!for!recognition!and!collaboration!based!on!difference,!
rather! than! the! claim!on! similarity! of! experience!or!desire.!At! the! climax!of!
Llwyth,!Aneurin!pushes!away!his!Welshness,!declares!‘I!can!be!who!I!want!to!
be’,! Dada! replies! ‘It’s! not! just! a! matter! of! choice! Aneurin.! Enjoy! the!
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…! a! practice! of! improvisation!within! a! scene! of! constraint.!One! is!
always! “doing”! with! or! for! another,! even! if! the! other! is! only!
imaginary.!What! I!call!my!“own”!gender!appears!perhaps!at! times!
as! something! that! I! author! or,! indeed,! own.! But! the! terms! that!
make! up! one’s! own! gender! are,! from! the! start,! outside! oneself,!
beyond! oneself! in! a! sociality! that! has! no! single! author! (and! that!
radically!contests!the!notion!of!authorship!itself).!






































did! it! fit?! He,! She.! What! fit! in! it! with! it?! Morphology.! One! is! an!
anomaly.! Two! is! a! class.! Find! the! things! he! she! it! is! the! same! as! –!
bingo!!Classification.!More!cabinets!fulfilled.!Go!back!to!sea,!to!see.!
What! are! the! rules! of! classification! at! sea?! There! have! to! be! rules,!
methodology,!a!system.!There!always!are!(is).!























































Mr.! Chairman,! the! time! draws! nigh!when! I!must! bid! adieu! to! the!
chief! of! Naval! Operations,! perhaps! forever!! The! thought! of! it!
dampens!my! pride!more! than! you! can! imagine.! I! am! resolved! to!
summon! the! larger! and!more! lethal! fleet! of! faster! ships!with! the!
capacity! to! overmatch! the! reproach!of!my! friends! and! relations.! I!
am!determined!rather!than!being!an!encumbrance!on!them,!to!be!
combatjready! forwardjdeployed,! rotational! surge! capable! –! lethal!
enough!to!deter!any!threat,!defeat!any! foe!and!meet!such! fate!as!
awaits! me.! Your! friendship! today! is! in! great! shape.! I! have! ever!
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flattered! myself! with! being! motivated,! well! trained! and! battlej
tested.! Our! adversaries! will! not! rest! if! it! pleases! him! who!
determines!all!things.!Neither!will!we.!
























































The! only! way! to! secure! the! means! by! which! to! start! this!
transformation!is!by!learning!how!to!present!yourself!in!a!discourse!
that! is! not! yours,! a! discourse! that! effaces! you! in! the! act! of!













































Organization! is! articulation,! the! interlocking! of! functions! or! of!
members,! the! labor! and! play! of! differentiation.! This! constitutes!
both! the! “membering”!and!dismembering!of!my!proper!body.! For!
one! and! the! same! reason,! through! a! single! gesture,! Artaud! is! as!
fearful! of! the! articulated!body!as!he! is! of! articulated! language,! as!
fearful! of! the! member! as! of! the! word.! For! articulation! is! the!
structure! of! my! body,! and! structure! is! always! a! structure! of!
expropriation.!











































































































                                                
9!This!is!to!accommodate!the!shift,!which!happened!for!me!in!this!moment.!






















why!people! get!married! and!have! children! and!have! a! productive!
life! is! because!of!what! they!have!between! their! legs…! If! that’s! all!
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they!think!of!me,!that!they!justify!my!worth!by!what!I!have!between!
my!legs,!then!I!gotta!be!a!complete!loser.!







…! incommensurability! between! who! he! is! and! what! he! has,! an!
incommensurability! between! the! phallus! he! has! and! what! it! is!
expected! to! be! (and! in! this! way! no! different! to! anyone! with! a!
phallus),!which!means!that!he!has!not!become!one!with!the!norm,!






























…does! not! precisely! occupy! a! new! world,! since! he! is! still,! even!
within! the! syntax! which! brings! about! his! “I,”! still! positioned!
somewhere! between! the! norm! and! failure.! And! he! is,! finally,!
neither!one;!he!is!the!human!in!its!anonymity,!as!that!which!we!do!
not!yet!know!how!to!name!or!that!which!sets!a!limits!on!all!naming.!
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And!in!that!sense,!he!is!the!anonymous!–!and!critical!–!condition!of!








































































  137 
                                                
i!In!Spectres(of(Marx,!Derrida!claims:!
!
As! theoreticians! or! witnesses,! spectators,! observers,! and! intellectuals,!
scholars!believe!that! looking! is!sufficient.!Therefore,! they!are!not!always!
in! the! most! competent! position! to! do! what! is! necessary:! speak! to! the!
spectre.!Herein!lies!perhaps,!among!so!many!others,!an!indelible!lesson!of!
Marxism.! There! is! no! longer,! there! has! never! been! a! scholar! capable! of!
speaking! anything! and! everything! while! addressing! himself! to! everyone!
and!anyone,!and!especially!to!ghosts.!There!has!never!been!a!scholar!who!
really,! and! as! scholar,! deals! with! ghosts.! A! traditional! scholar! does! not!
believe! in! ghosts! –! nor! in! all! that! could! be! called! the! virtual! space! of!
spectrality.!There!has!never!been!a!scholar!who,!as!such,!does!not!believe!






































  138 






































































































































































                                                
5!For!further!discussions!on!this!work!and!his!work!in!general!cf.!Franko(B((Keidan,!Morgan!
and!Sinclair:!1998)!and!Franko(B((Vason,!Gray!and!Wilson,!2001).!!






















                                                
6!Arguably!this!‘paralysis’!only!exists,!or!is!only!produced,!if!one!views!performance!as!
potentially!transformative!which,!of!course,!I!do.!!!

















Where! the!art!of! the!beautiful! imposes! form!on!matter,! an!art!of!
the!sublime!consists!in!approaching!matter,!‘approaching!presence!
without! recourse! to! the! means! of! presentation’! (Lyotard,! 1991:!
139).!The!issue!at!hand,!then,!concerns!sensuous!matter!in!its!very!
alterity.! How! to! conceive! that! alterity?! …! Lyotard! gives! this!
irreducible! material! difference! an! unexpected! name:! he! calls! it!
‘immateriality’.!!
! ! ! ! ! ! ! !!!!!(2009:!90j91)!
























roaring! silence! of! Tate!Modern’s! turbine! hall!watching! Franko! B’s!
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evacuated! by! their! production! as! fetishes! ‘over! there’,! rendering!
the! models! ‘absent’! subjects),! and! absorbed! into! its! inexorable,!
brute!‘thereness’!(the!suck!of!his!feet!on!the!bloodied!canvas!is!my!
punctum,!opening!his!body! to!me!as! receptacle! for!my!desperate!
projections!of!my!own!status!as!alive).!
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as!‘cut’!and,!elsewhere,!‘prick’!and!‘annihilation’,! is!the!violence!of!
the!threat!of!mortality!which!haunts!our!every!move.!












FB:! Bridging! is! to! make! contact.! Bridging! is! when! somebody! else!
makes! a! connection! with! what! I! do.! Not! necessarily! understand!
what! I! do.! In! the! sense! of! “Oh.! I! understand! what! your! work! is!
about”.!But!when!they!make!contact!…!It’s!not!about!getting!what!I!




                                                
7!Note!the!pronouns!here!refer!to!both!Franko!B!and!Amelia!Jones.!









As! soon!as!we!admit! this! continuity!of! the!now!and! the!notjnow,!
perception! and! nonperception,! in! the! zone! of! primordiality!
common! to! primordial! impression! and! primordial! retention,! we!
admit! the! other! into! the! selfjidentity! of! the! Augenblick;!





















































the! radical! intimacy! that! sometimes! attends! to! live! art! …! an!
aesthetic!strategy!that!marks!contemporary!art! in!which!the!artist!
offers! him! or! her! self! up! to! the! audience,! and! invites! us! to!
experience! the!work! as! not! only! autobiographical! in! terms! of! the!
artist,! but! relational! –! soliciting! a! personal,! emotional,! and!
narcissistic!investment!from!the!spectator.!
! ! ! ! ! ! !!!!!!!!!(Websites:!Doyle)8!
!
                                                
8!This!critical!essay!has!also!been!published!in!Franko(B:(Blinded(by(Love!(Johnson,!2006).!










to! the! audience,! moving! away! from! the! selfjreflexive!
representation!of!the!artist’s!emotional!state,!to!the!production!of!











                                                
9!Thus!it!has!an!affinity!with!the!political!model!of!resistance/transformation!I!explored!in!
Chapter!1.!

























  155 
In! these! scenes! of! speech,! both! interlocutors! find! that!what! they!
say!is!to!some!extent!beyond!their!control!but!not,!for!that!reason,!
out! of! control.! If! saying! is! a! form! of! doing,! and! part! of! what! is!
getting! done! is! the! self,! then! conversation! is! a! mode! of! doing!




































































                                                
10!A(body(resounds(with(silent(confession!is!perhaps!an!alternative.!Because!of!their!multiple!
ambiguities!and!contradictions,!it!may!be!impossible!to!formulate!a!perfect!paradox.!!





































settings,! ‘we!are! invisible,! to!protect!ourselves’;! to!another! ‘when!
you!meet! people! you! should! look! them! in! the! eyes…! looking! for!
something! that! is! abut! engagement’;! and,! with! a! heartfelt!
utopianism,! ‘I! believe! art! should! help! people! to! be! more! open!
rather! than! [being]!elitist!or! commercial’!…!because!he!structured!
the! dialogues! (as! their! producer)! and! is! clothed! while! the!
participants!are!naked,!he!articulates!himself!as!master.!
! ! ! ! ! ! !!!!!!!!!!!(Websites:!Jones)!
!
!

















































                                                
12!Jones!investigates!performances!by!Carolee!Scheemann,!Marina!Abramović!and!Hannah!
Wilke!to!name!but!a!few.!
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!
Oh!! My! divine! teachers,! I! see! full! well! that,! according! to! your!
doctrine,!there!are!very!few!crimes!in!the!world,!and!that!we!may!
peacefully! follow!the!bent!of!all!our!desire,!however!singular! they!
may! appear! to! fools! who,! shocked! and! alarmed! by! everything,!
stupidly!confuse!social!institutions!for!Nature’s!divine!ordinations.!































































































































































Is! this! Theatre! of! Cruelty,!with! the! performers! as! the! victims?!Do!
they!know!that!they!are!victims,!and!if!not,!is!their!degradation!and!
humiliation! more,! or! less,! extreme?! What! does! that! make! the!
spectator,! then,! as! we! accept! this! contract! with! the! production!
behind! the! backs! –! over! the! heads! –! of! the! live! performers! on!
stage?!!
!!!!!!!!!!!!!!!!!!!!!!!!!! !!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!(Henderson,!2003:!9j10)!!





































































































































Will! be! influenced! by! which! particular! performance! of! a! show! is!
taken!as! the!object!of! study,!where!and!when!this! took!place!and!
even! the! positioning! of! the! spectator! within! the! auditorium.!
Equally,! any! interpretation! will! always! be!mediated! both! through!
the!subjectivity!of!the!spectator!and!the!form!the!record!takes.!!It!is!
not! possible! therefore! to! produce! an! objective! or! definitive!



































































































































































































inhuman!requires!a! fair!degree!of!cultural! sophistication.! It!means!
having!literally!to!disregard!the!testimony!of!our!senses.!This,!at!any!



















































































                                                
1!For!a!further!discussion!about!the!relationship!of!writing!to!the!ethics!of!performance!cf.!
Theatre(&(Ethics((2009:!61j63).!
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time!be!called!an!aesthetic(of( responsibility( (or( responsebability).( Instead!
of! the! deceptively! comforting! duality! of! here! and! there,! inside! and!
outside!it!can!move!the!mutual!implication!of!actors!and!spectators!in!the!
theatrical!production!of!images!into!the!centre!and!thus!make!visible!the!
broken! thread! between! personal! experience! and! perception.! Such! an!
experience! would! be! not! only! aesthetic! but! therein! at! the! same! time!
ethicojpolitical.!






















































































































































































































































































! ! ! ! ! !
She!practises!art!
! ! ! ! She’s!a!refugee!
! ! ! ! In!a!horse!and!cart.!
! ! ! ! She’s!a!pornographic!movie!star!
! ! ! ! A!killer!and!a!brand!of!car!
! ! ! ! !
                                                
1!These!additional!subheadings!are!meant!to!clarify!the!focus!of!the!analysis,!distinguishing!
between!Crimp’s!text!and!the!Welshjlanguage!performance.!!!















What!we! see! here! are! various! objects! associated!with! the! artist’s!
attempts! to! kill! herself! over! the! past! few! months.! For! example:!
medicine! bottles,! records! of! hospital! admissions,! Polaroids! of! the!
several! HIV! positive! men! with! whom! she! has! had! intentionally!
unprotected!intercourse,!pieces!of!broken!glass…!!!!!!!!




                                                
2!All!further!references!to!the!playscript!will!indicate!page!numbers!only.!!











































- …Where! does! the! ‘life’! –! literally! in! this! case! –! end,! and! the!
‘work’!begin?!
- With! respect! to! you! I! think! she’d! find! the! whole! concept! of!
‘making!a!point’!ludicrously!outmoded.!
! ! ! ! ! ! !!!!!!! ! !!!!!!!!!(52)!
!
























                                                
3!This!production!did!not!include!surjtitles!for!nonjWelsh!speakers.!







! ! ! ! !!!!!!!!!!!!!!!!!!(Martell,!2009:!53j54/Crimp:!51j52)!!!
!
At!various!junctures!in!the!scene,!similar!catalogues!of!words!appeared!with!the!last!

















































































































                                                
4!For!a!further!discussion!on!the!relationship!between!paradoxes!and!classical!logic!cf.!
Theatre(Ecology((Kershaw,!2007).!








































































































































































There! is! something! unrepresentable! that!we! nevertheless! seek! to!
represent,!and!that(paradox(must(be(retained(in(the(representation(
we(give.!!
In! this! sense,! the! human! is! not! identified! with! what! is!
represented!but!neither!is!it!identified!with!the!unrepresentable;!it!
is,! rather,! that! which! limits! the! success! of! any! representational!





























































































































































































We! have! to! shore! up! the! firstjperson! point! of! view,! and!
preclude!from!the!telling!accounts!that!might!involve!a!decentering!
of!the!narrative!“I”!within!the!international!political!domain.!!
















































poems! and! performed! by! ensembles.! In! this! collection! of! poems,!
the!performer!is!not!a!character,!though!she!may,!for!a!short!time,!
suggest!one.!As!the!lyric!voice!moves!among!the!several!performers!
in! the! ensemble,! they! collectively! enact! the! agency,! or! the! lyric!
dynamic.! Sometimes! the! performer! inhabits! the! subjective! “I”! of!
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Such	  Stuff	  As	  We	  Are	  Made	  Of	  
Introduction	  
This	  thesis	  has	  been	  concerned	  with	  developing	  the	  key	  ideas	  and	  challenges	  to	  be	  
considered	  when	  exploring	  queer	  theory	  in	  relation	  to	  the	  contradictions	  and	  
dualisms	  produced	  by	  the	  multiplicity	  of	  live	  performance.	  These	  have	  been	  
separated	  into	  issues	  in	  the	  processes	  of	  production,	  reception,	  political	  impact,	  
spectator	  transformation	  and	  translation.	  What	  connects	  to	  and	  interferes	  with	  these	  
processes	  are	  the	  contradictions	  of	  bodily	  autonomy:	  bodies	  are	  the	  ‘space’	  where	  
language	  and	  materiality	  converge	  through	  chiasmus.	  The	  feeling	  body	  is	  violated	  
through	  language	  and	  yet	  exists	  beside/beyond	  this	  violation;	  however	  this	  
beside/beyond	  can	  only	  be	  referred	  to	  through	  language.	  So	  how	  might	  subjectivities	  
be	  ethically	  negotiated	  in	  relation	  to	  the	  potential	  violations	  of	  language	  and	  the	  
other?	  This	  is	  the	  primary	  question	  that	  has	  haunted	  the	  exploration	  of	  queer	  
moments	  in	  this	  thesis	  so	  far.	  
	  
Performance	  might	  stimulate	  us	  to	  reconsider	  the	  basic	  categories	  of	  epistemology	  
and	  ontology	  regarding	  gender,	  sex	  and	  even	  the	  human	  itself.	  	  To	  reconsider	  the	  
category	  of	  the	  human	  subject	  is	  to	  produce	  a	  challenge	  from	  the	  limits	  of	  
representation	  itself:	  to	  produce	  an	  idea	  of	  a	  human	  we	  do	  not	  know	  it	  needs	  to	  
speak	  at	  the	  limits	  of	  ‘knowledge’,	  what	  we	  think	  we	  know.	  	  That	  is	  why	  the	  human	  is	  
more	  likely	  to	  be	  reconfigured	  when	  language	  and	  representation	  fail.	  Performance	  
has	  the	  potential	  to	  temporarily	  produce	  a	  queer	  subject	  in-­‐between	  the	  violations	  of	  
 236 
language	  and	  an	  unrepresentable	  materiality.	  I	  have	  characterized	  this	  moment	  of	  
emergence	  as	  the	  ghost	  of	  the	  queer	  subject.	  Although	  it	  is	  impossible	  entirely	  to	  
engineer	  queer	  moments	  in	  advance,	  they	  are	  more	  likely	  to	  emerge	  as	  a	  result	  of	  
certain	  conditions	  of	  performance:	  performances	  which	  encourage	  radical	  intimacy,	  
those	  that	  deconstruct	  their	  representations	  as	  well	  as	  interrupt	  the	  excesses	  of	  
desire,	  and	  those	  that	  encourage	  doubly	  reflexive	  ‘acts	  of	  translation’.	  If	  the	  dualisms	  
of	  language/representation,	  chiasmic	  materiality	  and	  the	  performer/spectator	  
relationship	  provide	  a	  challenge	  for	  queerness	  in	  ‘live’	  performance,	  then	  queer	  
moments	  emerge	  in-­‐between	  such	  constructs.	  	  The	  ghost	  of	  the	  queer	  subject	  might	  
thus	  connect	  and	  transform	  this	  latter	  relationship	  in	  a	  profound	  way.	  As	  an	  event	  
that	  has	  the	  potential	  to	  touch	  the	  spectator,	  it	  may	  even	  produce	  goose	  bumps.	  	  
	  	  	  	  	  	  	  
Similarly,	  because	  live	  performance	  is	  contingent	  on	  bodies	  in	  space,	  an	  exploration	  
of	  the	  conditions	  that	  might	  produce	  such	  moments	  must	  take	  into	  account	  not	  only	  
how	  performance	  negotiates	  the	  violations	  of	  language	  and	  representation,	  but	  also	  
how	  it	  negotiates	  the	  excesses	  of	  desire.	  Queer	  moments	  emerge	  in-­‐between	  these	  
limitations	  and	  excesses.	  That	  is	  why	  performances	  cannot	  merely	  be	  ‘read’	  as	  text,	  
but	  also	  why	  they	  demand	  a	  process	  of	  visceral	  reading	  as	  the	  viscera	  respond	  
involuntarily	  through	  the	  feeling	  body.	  Given	  this,	  how	  are	  control	  and	  vulnerability	  
negotiated	  between	  subject/other?	  How	  does	  performance	  mediate	  and	  disturb	  its	  
representations	  and	  circuits	  of	  desire	  to	  encourage	  bodies	  to	  see	  feelingly?	  These	  
processes	  may	  affect	  the	  queer	  potential	  of	  radical	  intimacy	  through	  what	  I	  have	  
called,	  after	  Butler,	  a	  ‘bodily	  confession’:	  the	  delicate	  balance	  of	  confessing	  one’s	  
vulnerability	  whilst	  maintaining	  a	  sense	  of	  one’s	  autonomy.	  The	  moving	  climax/peak	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of	  radical	  intimacy	  can	  produce	  a	  ‘prick’,	  as	  Amelia	  Jones	  calls	  it	  in	  relation	  to	  Franko	  
B,	  that	  potentially	  transforms	  the	  subject	  in	  light	  of	  the	  other’s	  affect:	  they	  are	  not	  
necessarily	  ‘orgasmic’	  moments	  as	  this	  terminology	  might	  indicate,	  but	  the	  body	  has	  
encountered	  a	  process	  of	  changei	  (aside).	  	  	  
	  
To	  relate	  performance	  to	  a	  political	  dimension	  is	  another	  important	  part	  to	  this	  
thesis,	  which	  seeks	  to	  reconcile	  what	  has	  often	  been	  regarded	  as	  linguistic	  
abstraction	  (Jeffreys,	  1994;	  Edwards,	  1998;	  Nussbaum,	  1999) with	  a	  materially	  
inflected	  ethics	  through	  the	  experience	  of	  performance.	  Through	  disturbing	  frames	  
of	  representation	  and	  desire	  performance	  might	  offer	  ways	  of	  reconsidering	  how	  
subjectivities	  are	  linguistically	  constituted	  and	  how	  such	  subjectivities	  might	  produce	  
exclusions	  through	  processes	  of	  normalisation.	  The	  ethical	  necessity	  of	  such	  
disturbance	  might	  also	  be	  revealed	  in	  performances	  that	  communicate	  a	  shared	  and	  
common	  human	  vulnerability,	  despite	  how	  we	  are	  primarily	  defined	  in	  relation	  to	  
each	  other	  and	  through	  language.	  	  
	  
This	  thesis	  has	  recognised	  how	  a	  deconstructive	  approach	  to	  performance	  might	  
produce	  circumlocution:	  language	  and	  representation	  are	  always	  already	  caught	  in	  
endless	  cycles	  of	  reiteration.	  These	  processes	  therefore	  demand	  a	  continual	  
movement	  of	  translation	  (as	  defined	  and	  discussed	  in	  Chapter	  5)	  between	  variable	  
‘linguistic’	  and	  ‘material’	  subject	  positions	  that	  are	  always	  already	  bodily-­‐contingent.	  	  
Because	  of	  its	  multiplicity	  –	  its	  dualisms	  and	  contradictions	  –	  performance	  offers	  a	  




How,	  therefore,	  might	  performance	  allow	  its	  performers	  and	  spectators	  to	  translate	  
between	  multiple	  subject	  positions?	  In	  Chapter	  4	  I	  suggested	  that	  it	  was	  through	  
reflexively	  traversing	  between	  a	  multiplicity	  of	  subject	  positions	  that	  performance	  
could	  offer	  its	  participants	  ‘the	  space	  to	  reflect	  upon	  the	  limitations	  of	  creative	  and	  
political	  agency’	  (Freshwater,	  2009:	  76)	  as	  well	  as	  inviting	  us	  to	  ‘perversely	  enjoy	  our	  
ethical	  discomfort	  and	  think	  politically	  about	  the	  sources	  of	  such	  enjoyment’	  (Ridout,	  
2006:	  31).	  This	  is	  why	  the	  dualisms	  of	  performance	  can	  never	  be	  resolved,	  but	  
engaging	  with	  them	  reveals	  how	  the	  ‘performer	  and	  spectator	  are	  deeply	  implicated	  
as	  having	  ethical	  and	  political	  responsibility	  for	  the	  struggle	  over	  making	  meaning	  in	  
the	  production	  of	  the	  culture	  of	  which	  they	  are	  part’	  (Harris,	  1999:	  176).	  Therefore,	  
another	  way	  that	  performance	  might	  be	  relevant	  to	  politics	  is	  that	  it	  can	  explore	  an	  
embodied	  process	  of	  cultural	  translation	  and	  rehearse	  a	  critically	  inclusive	  process,	  
that	  not	  only	  allows	  us	  to	  ‘reflect’,	  ‘think’	  and	  ‘struggle’	  as	  these	  scholars	  argue,	  but	  
also	  to	  experience	  embodiment	  beside/beyond	  representation	  and	  dualistic	  thought.	  	  
	  
In	  addition,	  as	  possible	  effects	  of	  this	  experience,	  queer	  moments	  produced	  in-­‐
between	  the	  dualisms	  of	  language/materiality	  and	  subject/other	  are	  potentially	  
profound	  ethical	  cruxes.	  This	  is	  because	  the	  ghost	  of	  the	  queer	  subject	  might	  also	  be	  
considered	  in	  terms	  of	  the	  Levinasian	  face.	  That	  is	  to	  say,	  it	  produces	  a	  sense	  of	  a	  
common	  human	  vulnerability	  that	  is	  not	  immediately	  translatable	  into	  a	  linguistic	  
prescription	  that	  one	  may	  (or	  must)	  adhere	  to;	  but	  rather	  suggests,	  despite	  this	  
incommensurability	  regarding	  ‘materiality’	  and	  language,	  a	  shared	  embodied	  
predicament.	  In	  short,	  it	  reveals	  our	  involvement	  in	  a	  mutual	  materiality	  (a	  feeling	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body)	  that	  cannot	  be	  reduced	  to	  language	  and	  representation.	  Though	  this	  does	  not	  
necessitate	  an	  ethical	  encounter,	  it	  is	  however	  a	  precondition	  for	  ethics,	  as	  it	  
demands	  that	  humans	  interrogate	  their	  vulnerability	  in	  relation	  to	  the	  other,	  and	  that	  
of	  the	  other	  in	  relation	  to	  their	  own.	  	  
	  
Queer	  moments	  are	  therefore	  potentially	  political	  because	  they	  might	  allow	  us	  to	  
comprehend	  the	  full	  complexity	  of	  the	  Levinasian	  face,	  through	  provisionally	  
suspending	  the	  chiastic	  tension	  between	  language	  and	  embodiment.	  This	  chapter	  
provides	  a	  more	  detailed	  encounter	  with	  the	  nature	  of	  queer	  moments,	  
transformation	  and	  their	  political	  impact	  in	  light	  of	  these	  complexities	  by	  specifically	  
asking	  what	  is	  produced	  in	  performance	  and	  how	  might	  that	  survive	  beyond	  its	  
moment.	  How	  might	  queer	  moments	  enable,	  empower	  and	  transform	  the	  subject	  in	  
the	  light	  of	  the	  other	  and	  what	  might	  last	  beyond	  the	  moment	  of	  this	  encounter?	  	  
	  
Such	  Stuff	  As	  We	  Are	  Made	  Of	  
This	  chapter	  explores	  a	  performance	  of	  Such	  Stuff	  As	  We	  Are	  Made	  Of	  by	  Lia	  
Rodriguez’s	  Brazilian	  dance	  company,	  which	  I	  experienced	  at	  St	  Stephen’s	  Church,	  
Edinburgh	  as	  part	  of	  the	  International	  Fringe	  Festival	  in	  August	  2002.	  	  
When	  I	  attended	  the	  performance,	  I	  knew	  nothing	  of	  the	  piece	  except	  that	  it	  had	  
come	  highly	  recommended	  to	  a	  friend	  of	  mine	  and	  was	  ‘Brazilian	  Dance’.	  
Furthermore,	  as	  it	  was	  attended	  a	  few	  months	  prior	  to	  my	  registration	  as	  a	  doctoral	  
candidate,	  perhaps	  it	  is	  fair	  to	  say	  that	  I	  was	  less	  likely	  to	  be	  ‘looking’	  at	  it	  in	  similar	  
ways	  to	  the	  performances	  analysed	  in	  earlier	  chapters.	  This	  is	  important	  because	  I	  
want	  to	  make	  the	  case	  that	  its	  radical	  intimacy	  was	  produced	  as	  a	  condition	  of	  the	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performance	  environment	  itself.	  From	  this	  a	  case	  could	  be	  made	  that	  queer	  
moments	  can	  emerge	  in	  performance	  environments	  beyond	  those	  where	  spectators	  
might	  already	  expect	  the	  type	  of	  intersubjective	  interrogation	  associated	  with	  queer	  
theory.	  Some	  of	  these	  environments	  might	  be	  considered	  as	  venues	  for	  ‘queer’	  
performance	  (Lazlo),	  live-­‐art	  (Franko	  B)	  or	  postmodern	  playwriting	  (Attempts	  on	  her	  
Life),	  which	  stage	  experimental	  explorations	  of	  subjectivity.	  	  
	  	  
The	  performance	  of	  Such	  Stuff	  As	  We	  Are	  Made	  Of	  (hereafter	  Such	  Stuff	  As…)	  
consisted	  of	  three	  parts.	  I	  will	  summarise	  it	  briefly	  here,	  but	  its	  details	  will	  be	  
presented	  through	  analysis	  and	  performatively	  throughout	  this	  chapter.	  In	  the	  first	  
part,	  its	  seven	  performers	  worked	  as	  individuals,	  duets	  and	  trios.	  Completely	  naked	  
and	  without	  any	  musical	  accompaniment	  they	  ordered	  the	  audience	  to	  sit	  in	  a	  
variety	  of	  positions	  around	  the	  room	  whilst	  they	  produced	  a	  series	  of	  physical	  
shapes	  and	  contortions.	  This	  part	  climaxed	  when	  they	  all	  stood	  in	  a	  variety	  of	  poses	  
in	  linear	  formation.	  We	  were	  silently	  invited	  through	  gesture	  and	  pose	  to	  gaze	  at	  
their	  bodies	  before	  they	  collapsed,	  convulsing	  in	  a	  writhing	  mass	  on	  the	  floor.	  They	  
flung	  and	  wriggled	  their	  naked	  bodies	  through	  the	  spatially	  dispersed	  audience,	  
before	  collectively	  amassing	  as	  a	  heap	  on	  the	  floor.	  
	  
In	  the	  second	  part,	  after	  a	  lengthy	  pause,	  which	  many	  spectators	  seemed	  to	  assume	  
was	  the	  end	  of	  the	  show	  as	  they	  started	  to	  move	  towards	  the	  exit,	  the	  performers	  
got	  dressed.	  A	  female	  performer	  moved	  through	  the	  audience,	  slowly	  enunciating	  
slogans	  associated	  with	  global	  consumerism	  and	  international	  terrorism,	  for	  
example:	  	  ‘Always	  Coca	  Cola’,	  ‘have	  a	  break	  have	  a	  kit	  kat’,	  ‘September	  11’	  and	  ‘Iraq’.	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Finally,	  a	  male	  performer	  squared	  off	  a	  rectangular	  space	  with	  masking	  tape	  and	  we	  
were	  ordered	  to	  sit	  around	  it.	  Music	  was	  finally	  introduced	  as	  a	  drum	  rhythmically	  
pulsed	  a	  vibrant	  beat.	  Responding	  to	  its	  almost	  ‘primal’	  accompaniment	  the	  
performers	  began	  to	  march	  militantly	  within	  the	  rectangle.	  Again	  words	  and	  slogans	  
were	  chanted:	  Kosovo!	  Auschwitz!	  Hamas!	  Benetton!	  Keep	  the	  Pound!	  Then,	  a	  list	  of	  
basic	  human	  rights	  was	  read	  out	  and	  a	  female	  performer	  repeatedly	  sang	  the	  final	  
chorus	  of	  ‘Let	  the	  Sunshine	  In’	  from	  the	  musical	  Hair.	  	  It	  was	  a	  rousing	  finish	  after	  
which	  I	  could	  not	  stop	  talking,	  to	  anyone	  who	  would	  listen,	  about	  the	  show.	  This	  
chapter,	  and	  indeed	  this	  thesis,	  is	  an	  attempt	  to	  translate	  my	  experience	  of	  the	  
performance	  into	  a	  performative	  language	  in	  order	  to	  indicate	  how	  it	  offered	  a	  
series	  of	  embodied	  and	  transformative	  queer	  moments	  that	  moved	  me	  in	  a	  
profound	  way.	  	  
	  
The	  chapter	  deals	  with	  the	  three	  parts	  in	  sequence.	  The	  first	  attempts	  a	  ‘visceral	  
reading’	  in	  order	  to	  explore	  how	  the	  performance	  illuminated	  the	  limitations	  of	  
language	  and	  representation	  and	  interrupted	  the	  excesses	  of	  my	  desires.	  	  The	  
second	  section	  asks	  more	  specifically	  how	  its	  conditions	  negotiated	  the	  dualisms	  of	  
language/materiality	  and	  subject/other	  to	  produce	  ghosts	  of	  queer	  subjects.	  How	  
did	  the	  Levinasian	  ‘face’	  emerge	  and	  what	  were	  its	  political	  implications?	  In	  
answering	  this	  question	  I	  hope	  to	  demonstrate	  how	  its	  queer	  moments	  left	  profound	  
traces	  through	  a	  form	  of	  visceral	  imaging;	  how	  these	  embodied	  queer	  traces	  survive	  
the	  performance	  through	  the	  power	  of	  performative	  paradoxes.	  The	  third	  section	  
analyses	  how	  the	  performance	  itself	  embodied	  a	  further	  ethical	  imperative	  to	  
translate	  such	  moments,	  as	  it	  concluded	  with	  an	  alternative	  and	  problematic	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political	  vision,	  which	  reinstated	  hierarchy	  and	  subjugation.	  I	  shall	  argue	  and	  attempt	  
to	  demonstrate	  that,	  despite	  presenting	  a	  contradictory	  spectrum	  of	  human	  politics,	  
Such	  Stuff	  as	  …	  caused	  me	  to	  experience	  ‘queer	  moments’	  that	  registered	  most	  
profoundly	  for	  me	  during	  and	  after	  the	  event,	  and	  which	  therefore	  demanded	  the	  
critical	  attention	  expected	  of	  a	  thesis.	  	  
	  
Desire	  and	  Performance:	  translation	  and	  writing	  	  
Attempting	  a	  visceral	  reading	  to	  communicate	  the	  experience	  of	  seeing	  feelingly	  is	  of	  
course	  problematic:	  how	  might	  it	  be	  possible	  to	  ‘translate’	  and	  write	  elusive	  desire	  
and	  transient	  performance?	  In	  addition,	  how	  does	  subjective	  experience	  become	  
relevant	  beyond	  the	  liveness	  of	  performance?	  This	  difficulty	  might	  account	  for	  why	  
theatre	  analysis	  seems	  seldom	  to	  explicitly	  mention	  desire	  as	  an	  influencing	  factor.	  
However,	  it	  is	  pivotal	  to	  the	  ecology	  of	  theatre	  because,	  by	  placing	  bodies	  in	  space,	  
performance	  galvanizes	  variable	  and	  complex	  circuits	  of	  desire:	  inter-­‐relational	  
highways	  between	  performance	  and	  spectators.	  	  
	  
Scopic	  involvement,	  fantasy,	  imagination,	  visceral	  response,	  attraction,	  aspiration,	  
impulse;	  these	  are	  all	  dynamic	  facets	  of	  spectating	  which	  inform	  the	  pleasures	  of	  
performance,	  and	  how	  they	  are	  played	  out	  not	  only	  conditions	  such	  pleasures,	  but	  
also	  the	  intersubjective	  ethico-­‐political	  dynamic	  of	  each	  performance	  event.	  In	  short,	  
desire	  is	  fundamental	  to	  the	  politics	  of	  performance,	  simply	  because	  of	  the	  fact	  that	  
it	  provides	  a	  shifting	  dynamic	  of	  energy	  shared	  between	  people;	  therefore,	  the	  study	  
of	  desire	  in	  events	  is	  inexorably	  linked	  to	  ethics.	  This	  is	  why	  an	  exploration	  of	  queer	  
moments	  in	  performance	  is	  not	  merely	  an	  assessment	  of	  their	  efficacy	  in	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deconstructing	  cultural	  representations;	  they	  are	  also	  ‘about’	  how	  performance	  
intercepts	  its	  own	  circuits	  of	  desire.	  	  Representing	  the	  complex	  trajectories	  and	  flows	  
of	  desires	  within	  the	  equally	  complex	  territory	  of	  performance	  is	  a	  methodological	  
challenge	  because	  both	  are	  elusive,	  transient	  and,	  as	  the	  previous	  chapters	  have	  
argued,	  their	  mutual	  multiplicity	  defies	  representation.	  In	  fact,	  representing	  desire	  is	  
to	  betray	  its	  productive	  nature.	  How	  might	  I	  write	  about	  such	  multiplicity	  without	  
reifying	  desire	  within	  the	  dualisms	  of	  language?	  	  
	  
Many	  prominent	  theorists	  have	  addressed	  this	  challenge	  –	  Butler,	  Deleuze	  and	  
Guattari,	  Foucault,	  Freud,	  Lacan	  and	  so	  on	  –	  a	  number	  of	  whom	  have	  already	  been	  
discussed	  in	  this	  thesis.	  Nearly	  all	  engage	  with	  desire	  from	  a	  psychoanalytical	  
perspective,	  with	  Freud	  and	  Lacan	  usually	  providing	  a	  point	  of	  departure	  for	  their	  
engagement	  and	  critique.	  What	  therefore	  are	  the	  representational	  strategies	  
employed	  by	  these	  technicians	  of	  desire	  and	  how	  do	  they	  reproduce	  or	  tackle	  its	  
sedimentation	  through	  the	  limits	  of	  language?	  Obviously,	  it	  is	  not	  within	  the	  scope	  of	  
this	  thesis	  to	  provide	  a	  detailed	  account	  of	  such	  tactics,	  however,	  this	  brief	  survey	  
will	  choose	  the	  most	  relevant	  examples	  (and	  problems	  they	  pose)	  for	  the	  queer	  
moment	  from	  my	  perspective.	  	  	  	  	  
	  
Freud’s	  attempt	  is	  often	  criticised.	  The	  primary	  criticism	  is	  that	  his	  approach	  is	  too	  
schematically	  realised:	  it	  attempted	  to	  order	  libidinal	  disorder	  and	  to	  ‘build	  a	  
theoretical	  system	  that	  imposed	  categorical	  divisions	  where	  there	  were	  infinite	  
libidinal	  amalgamations’	  (Bristow,	  2002:	  140).	  This	  is	  most	  clearly	  evident	  in	  his	  
formulation	  of	  the	  Oedipus	  complex,	  a	  construct	  that	  reifies	  desire	  both	  along	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gendered	  divisions	  and	  within	  a	  metaphoric	  framework.	  It	  was	  initially	  derived	  as	  a	  
‘universal	  condition’	  to	  explain	  how	  a	  boy	  perceives	  his	  mother	  as	  a	  sexual	  object	  
and	  his	  father	  as	  a	  rival,	  but	  became	  more	  complicated	  when	  he	  attempted	  to	  
integrate	  this	  theory	  with	  his	  studies	  ‘On	  the	  Sexual	  Theories	  of	  Children’	  (Freud,	  
1991:	  376	  –	  389).	  As	  David	  Macey	  argues:	  ‘These	  theories	  are	  attempts	  to	  explain	  
the	  phenomenon	  of	  sexual	  difference,	  and	  assume	  the	  existence	  of	  a	  primal	  state	  in	  
which	  only	  maleness	  exists;	  the	  fact	  that	  a	  girl	  does	  not	  have	  male	  genitals	  is	  
therefore	  the	  result	  of	  her	  castration,	  castration	  being	  an	  equivalent	  to	  the	  blinding	  
of	  Oedipus’	  (Macey,	  2001:	  281).	  	  In	  proposing	  the	  Oedipus	  complex	  as	  the	  
foundation	  of	  sexual	  difference,	  Freud	  established	  a	  ‘normative’	  version	  of	  cross-­‐
sexed	  desire;	  desire	  was	  thus	  reified	  along	  a	  dualistic	  gendered	  axis	  and,	  therefore,	  
any	  deviation	  could	  be	  seen	  as	  a	  perversion	  of	  that	  ‘norm’.	  
	  
Lacan	  has	  been	  similarly	  accused	  of	  reifying	  desire	  along	  a	  structured	  axis	  of	  
gendered	  positions.	  For	  Lacan,	  the	  ‘symbolic’	  is	  the	  realm	  of	  Law	  that	  regulates	  
desire	  in	  the	  Oedipus	  complex.	  That	  is	  to	  say,	  as	  David	  Macey	  summarises	  in	  
Lacanian	  terms,	  ‘the	  Oedipus	  complex	  marks	  the	  transition	  from	  a	  dual	  and	  
potentially	  incestuous	  relationship	  with	  the	  mother	  to	  a	  triadic	  relationship	  in	  which	  
the	  role	  and	  authority	  of	  the	  father	  or	  the	  Name-­‐of-­‐the-­‐father	  are	  recognized’	  
(Macey,	  2001:	  280).	  This	  version	  of	  the	  symbolic	  order	  claims	  that	  the	  prohibition	  
against	  incest	  is	  established	  through	  axiomatic	  cross-­‐sexed	  –	  male/female	  –	  
positions,	  which	  are	  adopted	  within	  the	  family.	  Butler	  explains	  the	  way	  Lacan’s	  
symbolic	  presupposes	  these	  dualisms	  in	  Undoing	  Gender:	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…	   there	   is	   an	   ideal	   and	   unconscious	   demand	   that	   is	   made	   upon	  
social	   life	   which	   remains	   irreducible	   to	   socially	   legible	   cause	   and	  
effects.	   The	   symbolic	   place	   of	   the	   father	   does	   not	   cede	   to	   the	  
demands	   for	   a	   social	   reorganization	   of	   paternity.	   Instead,	   the	  
symbolic	   is	  precisely	  what	  sets	   limits	  to	  any	  and	  all	  utopian	  efforts	  
to	   reconfigure	   and	   relive	   kinship	   relations	   at	   some	   distance	   from	  
the	  oedipal	  scene.	  	  
	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  (Butler,	  2004:	  45)	  
	  
Therefore,	  in	  this	  version	  of	  Lacanian	  psychoanalysis,	  there	  is	  an	  immutable	  Law	  
characterised	  as	  the	  symbolic,	  which	  insists	  upon	  the	  masculine	  and	  feminine	  as	  
positions	  that	  are	  beyond	  contestation.	  The	  hierarchy	  of	  sexual	  difference	  is	  a	  
primary	  fact	  even	  before	  language	  intervenes.	  	  
	  
Despite	  these	  problematic	  dualisms,	  Lacan	  does	  attempt	  to	  find	  a	  way	  to	  stress	  the	  
limitations	  of	  representation	  in	  his	  writing	  because,	  as	  Malcolm	  Bowie	  points	  out,	  he	  
recognises	  that	  language	  is	  the	  ‘inescapable	  medium	  of	  desire,	  the	  place	  where	  
Subject	  and	  Other	  come	  into	  being	  conjointly,	  and	  under	  pressure	  from	  each	  other’	  
(Bowie,	  1991:	  81).	  Lacan	  responded	  to	  this	  problem	  through	  a	  language	  that	  is,	  in	  
equal	  measure,	  elusive	  and	  paradoxical.	  His	  writing	  ‘seeks	  to	  tease	  and	  seduce.	  It	  is	  
full	  of	  feints,	  subterfuges,	  evasions	  and	  mimicries.	  It	  unveils	  and	  re-­‐veils	  its	  meanings	  
from	  paragraph	  to	  paragraph’	  (Bowie,	  1991:	  200).	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Similarly,	  Deleuze	  and	  Guattari’s	  Anti-­‐Oedipus	  is	  an	  attempt	  to	  liberate	  desire	  from	  
the	  schematic	  limitations	  of	  Freudian	  representation	  in	  order	  to	  celebrate	  its	  
productive	  potentials	  as	  a	  radical	  and	  revolutionary	  force:	  	  	  	  	  	  
	  
The	  great	  discovery	  of	  psychoanalysis	  was	  that	  of	  the	  production	  of	  
desire,	   of	   the	   productions	   of	   the	   unconscious.	   But	   once	   Oedipus	  
entered	  the	  picture,	  the	  discovery	  was	  soon	  buried	  beneath	  a	  new	  
brand	   of	   idealism:	   a	   classical	   theater	   was	   substituted	   for	   the	  
unconscious	   as	   a	   factory;	   representation	   was	   substituted	   for	   the	  
units	   of	   production	   of	   the	   unconscious;	   and	   an	   unconscious	   that	  
was	   capable	   of	   nothing	   but	   expressing	   itself	   –	   in	   myth,	   tragedy,	  
dreams	  –	  was	  substituted	  for	  the	  productive	  unconscious.	  	  
	  	  	  	  	  	  	  	  	  	  	  (2004:	  25)	  	  
	  
For	  Deleuze	  and	  Guattari	  the	  universe	  of	  matter	  is	  connected	  through	  a	  series	  of	  
‘desiring	  machines’	  always	  coupled	  to	  one	  another	  and	  through	  which	  flows	  of	  
energy	  are	  produced	  and	  interrupted.	  The	  flows	  of	  these	  connections	  are	  frustrated	  
by	  the	  illusions	  created	  by	  language	  and	  representation	  and	  desiring	  machines	  
appear	  as	  molar	  manifestations;	  that	  is	  to	  say,	  as	  a	  single	  subject	  or	  object.	  However,	  
desiring	  machines	  actually	  are	  ‘the	  nonhuman	  sex,	  the	  molecular	  machinic	  elements,	  
their	  arrangements	  and	  their	  syntheses’	  (2004:	  325).	  That	  is	  to	  say,	  Deleuze	  and	  
Guattari	  make	  a	  distinction	  between	  the	  molar	  and	  molecular	  strategies	  of	  
representation.	  Molar	  manifestations	  essentialise	  ‘desiring-­‐machines’	  as	  distinct	  
ontological	  categories	  through	  the	  dualisms	  of	  language	  and	  representation.	  Desiring	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machines,	  however,	  are	  molecular;	  that	  is	  to	  say	  the	  epistemologies	  of	  gender,	  sex	  
and	  desire	  far	  exceed	  that	  which	  can	  be	  represented/contained	  through	  binary	  
classification.	  	  	  
	  
So,	  to	  use	  Deleuze	  and	  Guattari’s	  own	  terms,	  though	  Freudian	  psychoanalysis	  
liberated	  the	  molecular	  potential	  of	  desire,	  the	  ‘writing’	  of	  that	  desire	  remained	  
committed	  to	  molar	  strategies	  of	  representation.	  What	  is	  perhaps	  most	  interesting	  
here	  in	  the	  context	  of	  this	  argument	  is	  the	  association	  they	  make	  between	  Freud’s	  
Oedipal	  theory	  and	  the	  idea	  of	  classical	  theatre.	  For	  Deleuze	  and	  Guattari,	  theatre,	  
like	  Freud’s	  metaphors	  for	  desire,	  can	  embody	  a	  problematic	  order	  of	  representation,	  
an	  association	  often	  repeated	  in	  their	  philosophical	  tract	  (2004:	  62,	  336,	  338),	  which	  
would	  suggest	  that	  any	  attempts	  to	  liberate	  desire	  from	  representation	  within	  a	  
theatrical	  framework	  might	  be	  problematic,	  maybe	  impossible.	  	  	  
	  
Lyotard	  also	  explores	  theatre	  as	  a	  site	  where	  desire	  is	  always	  already	  compromised	  as	  
a	  result	  of	  its	  representational	  apparatus:	  
	  
Theatricality	   and	   representation,	   far	   from	   having	   to	   be	   taken	   as	  
libidinal	  givens,	  a	  fortiori	  metaphysical,	  result	  from	  a	  certain	  labour	  
on	  the	  labyrinthine	  and	  Moebian	  band,	  a	  labour	  which	  prints	  these	  
particular	  folds	  and	  twists,	  the	  effect	  of	  which	  is	  a	  box	  closed	  upon	  
itself,	   filtering	   impulses	   and	   allowing	   only	   those	   to	   appear	   on	   the	  
stage	  which	  come	  from	  what	  will	  come	  to	  be	  known	  as	  the	  exterior,	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satisfying	  the	  conditions	  of	  interiority.	  The	  representative	  chamber	  
is	  an	  energetic	  dispositif.	  
	   	   	   	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  	  	  	  (2004:	  3)	  
	  
Here	  desire	  is	  represented	  first	  as	  a	  moebius	  strip:	  a	  paradoxical,	  twirling	  construct	  
because	  it	  is	  both	  inside	  and	  outside	  of	  itself.	  The	  strip	  is	  created	  from	  the	  material	  
body,	  opened	  out,	  all	  its	  surfaces	  exposed;	  it	  spins	  with	  burning	  intensity.	  The	  
second	  phase	  Lyotard	  describes	  as	  a	  slowing	  and	  cooling	  down	  period,	  in	  which	  the	  
moebian	  band	  forms	  ‘the	  disjunctive	  bar’.	  The	  aim	  of	  this	  visual	  metaphor	  is	  to	  
emphasise	  disjunction.	  It	  is	  a	  construct	  that	  has	  both	  an	  exterior	  and	  an	  interior	  and	  
it	  is	  the	  ‘energetic	  dispositif’	  of	  which	  society	  is	  constructed:	  desire	  is	  manipulated	  
and	  shaped	  in	  systems	  that	  exploit	  and	  oppress	  its	  revolutionary	  capacity	  in	  a	  variety	  
of	  ways.	  The	  bar	  that	  delineates	  between	  inside	  and	  outside,	  between	  this	  and	  not	  
this,	  having	  finally	  come	  to	  rest,	  folds	  in	  upon	  itself	  to	  create	  a	  new	  space:	  a	  
theatrical	  volume.	  This,	  according	  to	  Lyotard	  is	  the	  space	  of	  rational	  thought,	  binary	  
logic	  and	  non-­‐contradiction.	  Theatre	  thus	  again	  becomes	  linked	  with	  a	  binary	  system	  
of	  representation,	  the	  very	  place	  where	  desire	  is	  betrayed.	  
	  
This	  rather	  ambivalent	  passage	  is	  representative	  of	  Lyotard’s	  performative	  attempts	  
to	  track	  the	  sedimentation	  of	  desire	  within	  the	  social	  through	  fictional	  flights	  of	  
fantasy.	  His	  imaginings	  take	  us	  on	  a	  journey	  away	  from	  a	  paradoxical	  and	  potentially	  
revolutionary	  energy	  of	  desire,	  to	  a	  binary	  solidification	  of	  that	  energy	  which	  
operates	  through	  exclusion.	  He	  attempts	  to	  further	  consolidate	  the	  obviously	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obscure	  and	  transcendental	  trajectory	  of	  his	  thinking	  by	  introducing	  metaphors	  to	  
represent	  and	  encourage	  his	  readers	  to	  visualise	  each	  stage	  of	  his	  process.	  	  
	  
But	  this	  is	  the	  point	  of	  his	  flights	  of	  fancy	  because	  despite	  his	  disavowal	  of	  theatre	  
and	  theatricality,	  Lyotard	  still	  provides	  the	  reader	  with	  metaphors	  because	  he	  
‘cannot	  escape	  betraying	  the	  rapid	  movements	  of	  libidinal	  energy	  by	  inhibiting	  them	  
in	  static	  concepts	  and	  solidifying	  representations’	  (Bristow,	  2002:	  139-­‐140).	  Thus	  
Lyotard’s	  critique	  of	  ‘theatre’	  must	  ultimately	  be	  performed	  through	  those	  very	  
representations	  that	  he	  attempts	  to	  invalidate.	  So	  language	  will	  inevitably	  betray	  
desire	  in	  the	  same	  ways	  as	  the	  feeling	  body	  beside/beyond	  representation	  can	  only	  
be	  referred	  to	  through	  language.	  This	  returns	  us	  to	  the	  chiastic	  relation	  of	  language	  
and	  materiality	  made	  evident	  by	  the	  contradictions	  of	  bodily	  autonomy.	  	  	  
	  
That	  is	  why	  I	  insist	  that	  queer	  moments	  can	  happen	  in	  ‘theatre’	  despite	  its	  
representational	  frame.	  In	  fact,	  it	  is	  precisely	  because	  theatre	  is	  primarily	  constituted	  
by	  the	  limitations	  of	  language	  and	  representation	  in	  its	  systemic	  apparatus	  that	  
exploring	  their	  production,	  reception,	  political	  implications	  and	  potential	  
transformations	  might	  teach	  us	  something	  about	  our	  intersubjectivity	  as,	  say,	  ‘global	  
citizens’;	  the	  experience	  might	  be	  translated	  to	  become	  part	  of	  a	  wider	  cultural	  and	  
political	  process.	  This	  is	  because	  the	  conflicting	  languages	  and	  representations	  of	  
‘global	  culture’	  demand	  that	  we	  adopt	  dualistic	  subject	  positions,	  so	  politics	  might	  
become	  a	  question	  of	  how	  to	  effectively	  negotiate	  these	  binaries.	  	  As	  Butler	  has	  
demonstrated,	  it	  is	  only	  through	  contingent	  essentialism	  that	  an	  ethics	  based	  on	  a	  
politics	  of	  desire	  can	  extend	  its	  critical	  inclusiveness.	  That	  is	  why	  the	  ‘queer	  moment	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as	  paradox’	  may	  be	  a	  useful	  concept	  because	  it	  can	  negotiate	  and	  perhaps	  mutually	  
transform	  contradictory	  binaries	  and	  thus	  afford	  a	  form	  of	  fleeting	  representation	  to	  
the	  unrepresentable.	  	  	  
	  
Nonetheless,	  ‘writing’	  these	  moments	  will	  inevitably	  betray	  them.	  However,	  if	  queer	  
moments	  emerge	  at	  the	  limits	  of	  representation,	  then	  perhaps	  they	  might	  emerge,	  or	  
be	  effectively	  translated,	  between	  a	  variety	  of	  languages	  or	  representational	  
systems:	  theatre	  productions,	  psychoanalytical	  tracts,	  or	  even	  an	  academic	  thesis.	  
Therefore	  performers	  and	  spectators	  might	  consider	  themselves	  ethically	  responsible	  
for	  attempting	  to	  create	  conditions	  that	  could	  enable	  the	  production	  and	  reception	  
of	  queer	  moments,	  and	  translate	  (them)selves	  between	  these	  various	  languages	  and	  
registers,	  be	  that	  in	  written	  theory,	  enunciated	  speech,	  or	  embodied	  practice	  or	  all	  
combined.	  	  
	  
This	  chapter	  attempts	  such	  a	  translation.	  In	  their	  writings,	  the	  technicians	  of	  desire	  
have	  attempted	  to	  use	  a	  variety	  of	  strategies	  of	  disruption	  through	  which	  queerness	  
might	  emerge:	  paradox,	  repetition,	  metaphor,	  elusiveness,	  flights	  of	  fantasy,	  
breakages,	  slippages;	  all	  acts	  of	  ‘loss’	  which	  may	  carry	  the	  potential	  for	  a	  failure	  of	  
communication	  that	  is	  productive.	  That	  is	  to	  say,	  they	  attempt	  to	  produce	  a	  sense	  of	  
desire	  beside/beyond	  language.	  Producing	  a	  trace	  of	  materiality	  beside/beyond	  
representation	  is	  where	  the	  potential	  for	  recognising	  common	  human	  vulnerability	  
could	  lie.	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The	  next	  section	  of	  this	  chapter	  ventures	  to	  performatively	  ‘embody’	  the	  conditions	  
of	  production	  and	  reception	  of	  a	  queer	  moment	  in	  performance,	  paying	  particular	  
attention	  to	  the	  way	  representations	  and	  desire	  were	  interrupted.	  In	  the	  same	  way	  
that	  Lyotard	  has	  attempted	  to	  explore	  desire	  through	  metaphor,	  it	  will	  inevitably	  
construct	  an	  all	  too	  illusory	  theatre	  of	  desire;	  but	  it	  also	  hopes	  to	  dismantle	  that	  
theatre’s	  reifying	  effects	  through	  adopting	  an	  assortment	  of	  creative	  tactics.	  	  
	  
The	  first	  of	  these	  is	  to	  shift	  between	  a	  variety	  of	  writing	  registers.	  These	  might	  be	  
considered	  as	  moving	  between	  academic,	  annotative,	  objective	  personal,	  playful,	  
poetic,	  non-­‐grammatical,	  and	  third	  person	  perspectives.	  The	  second	  tactic	  is	  
typographically	  to	  emulate	  how	  performance	  might	  produce	  conditions	  that	  facilitate	  
a	  moving	  between	  perspectives	  and	  between	  their	  multiplicity	  of	  implied	  subject	  
positions.	  	  
	  
What	  follows	  is	  presented	  in	  parallel	  columns;	  to	  begin	  with	  the	  reader	  might	  
consider	  them	  to	  represent	  the	  ‘feeling’	  and	  ‘reading’	  dimensions	  of	  performance.	  As	  
the	  presentation	  proceeds,	  its	  shifts,	  movements,	  gaps	  and	  repetitions	  might	  bring	  
this	  dichotomy	  into	  question.	  The	  columns	  attempt	  to	  demonstrate	  that	  you	  need	  at	  
least	  two	  perspectives	  to	  produce	  contradictions	  in	  order	  to	  generate	  paradoxes.	  The	  
third	  tactic	  is	  to	  incorporate	  additional	  third-­‐person	  perspectives	  into	  the	  
presentation	  at	  crucial	  moments,	  to	  support	  or	  contradict	  ‘my’	  other	  positions.	  Here	  
again	  I	  experiment	  with	  the	  typography,	  this	  time	  incorporating	  the	  thesis	  
footnote/endnote	  system	  to	  reinforce	  the	  point	  about	  the	  multiplicity	  of	  
performance	  and	  audience	  reception.	  Whereas	  the	  footnotes	  offer	  additional	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perspectives	  to	  the	  same	  performance	  from	  a	  variety	  of	  reviewers,	  the	  endnote	  
invites	  the	  reader	  to	  pause	  the	  experience	  of	  performative	  writing.	  Through	  doing	  so	  
it	  asks	  you	  to	  consider	  the	  analysis	  of	  a	  different	  performance	  altogether	  	  –	  in	  
another	  time	  and	  place	  –	  which	  might	  inform	  your	  understanding	  of	  how	  I	  
experienced	  Such	  Stuff	  As….	  Such	  strategies	  are	  intended	  to	  imitate	  the	  complexity	  of	  
reception	  in	  all	  performance.	  	  
	  
This	  experiment	  demands	  an	  alternative	  reading	  practice,	  but	  it	  might	  at	  least	  
encourage	  an	  engagement	  with	  the	  unrepresentable	  and	  free-­‐flowing	  vectors	  of	  
desire	  through	  generating	  a	  variety	  of	  perspectives,	  rather	  than,	  say,	  re-­‐producing	  a	  
binary	  system	  of	  theory	  and	  practice.	  	  Of	  course,	  the	  writing	  cannot	  emulate	  those	  
conditions,	  where	  in-­‐between	  the	  performance	  of	  the	  text	  and	  the	  spectators’	  
experience	  of	  its	  writing,	  the	  ghost	  of	  the	  queer	  subject	  emerged.	  Perhaps,	  though,	  it	  
might	  lead	  the	  reader	  closer	  to	  the	  profundity	  of	  a	  moment	  that	  has	  been	  lost	  in	  
translation.
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Such Stuff As We Are Made Of 
The man is naked as he walks into 
the hall from a corner of the room I 
did not expect and he marches up 
to us and says really calmly and 
commandingly can you move to 




























Such Stuff As We Are Made Of 
Similar to the Brechtian 
verfremdungseffekt, the 
performance environment is 
immediately defamiliarised by this 
direct address1, our enforced 
physical movement and the 
unexpected sight of the performer’s 
explicit body leading us calmly to 
our new positions. Here, the 
potential docile complacency of the 
audience is disturbed. More so 
perhaps because this shifting 
perspective seems pointless; we 
could have been led to this position 
in the first place. Why have we 
been made to move? Why do we 
comply so readily? This is the first 
of many strategies that ‘sets up a 
series of social, political and 
ideological interruptions that remind 
us that representations are not 
given but produced’ (Wright, 1989: 
19) and an aesthetic that proceeds 
through interruption2.……… 
wesitdownagain. He slowly 
positions his naked body in front 
and he looks like a ball of 
                                                
1 Indeed, we are moved around rather 
bossily by the cast (Websites: Dougill). 
2 Before each section of the piece a 
dancer directs us to watch from a different 
part of the room. Sitting or kneeling on the 
floor in still silence you couldn’t be more 
aware of your own flesh and bones 
squishing, aching and seizing (Websites: 
Winship). 
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In an instance of 
beauty, the naked 
flesh invites the 
audience to ‘impose 
their gaze on the 
stage happenings’ 
(Wright, 1989: 55-6). 
Wright is here 
referring to an 
experiment 
conducted by a 
director at the 
Berliner Ensemble 
where an actor was 
told simply to stand 
on stage and do 
nothing. When 
asked, the spectators 
of his ‘performance’ 
imposed meaning 
and narrative on the 
event. We too are 
invited to become  
voyeurs of the flesh. 
What happens when 




body of the previous 
instant is juxtaposed 
with a representation 
of flesh that 
produces a  
flesh with his head 
down in front of his 
knees but his arm is 
like the big hand of a 
clock pointing 
towards the twelve 
and nothing seems 























                                      
3 The atmosphere is one 
of intense concentration, 
staring at the flesh in 
front of us, straining to 


























What happens when 




careful positioning of 
the body, foetal in 
aspect, spherical in 
connotation, 




the previous instant.  
This rupture almost 
produces in effect an 
erasure of the human 
subject who had 
previously ordered 


























































But suddenly we 
are asked to move 
aesthetic beauty of a 
still life. As Barthes 
explains whilst 
looking at the 
ambivalence of erotic 
photography, such 
an image can launch 
‘desire beyond what 
it permits us to see’ 
(2000: 59) so that I 
desire you with my 
eyes performer. How 
could I not with such 
a delightful parade of 
sculpted flesh for my 
scopic pleasure after 
all ‘visual 
impressions remain 
the most frequent 
pathway along which 
libidinal excitation is 
aroused’ (Freud, 
1991: 298) upon you 
I fixate cogitate and 
imagine your 
beautiful presence 
an object of my 
desire because 
visibility is a trap so 
how can you resist 
fetishisation now? 
 
But suddenly we 
are asked to move
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and then three women come in 
through a door in the room and 
they are also naked and they 
position themselves and suddenly 
I’m not sure where one starts and 
the other begins but they look like 
one shape with lots of hands and 
lots of arms and lots of legs and 
lots of feet and I am not sure how 
many because I like watching 























Barthes’s criticism that as humans 
we lack subtlety in our scientific 
desire for categorisation due to the 
‘coarseness of our organs’ (1975: 
61) seems relevant here. He cites 
an unreferenced Nietzsche to point 
out that we cannot acknowledge ‘a 
tree is a new thing at every instant; 
we affirm the form because we do 
not seize the subtlety of an 
absolute moment’ (Barthes, 1975: 
61); or to put a Deleuzian and 
Guattarian twist upon it, the molar 
betrays the molecular in each 
instant. However in this moment of 
fantastical play the gaze is modified 
and the material flesh of the human 
subject challenges molar 
representation. This ‘human’ form 
does not comply with the 
representational limits of human 
subjectivity. Through reordering 
and reforming the material 
substance that creates the ‘human’, 
it challenges those representational 
limitations of materiality, taxonomy 
and sexual difference through 
which we think we recognise the 
‘human’4. 
 
                                                
4 Miniscule movements flow in slow motion 
like thousands of years of evolution before 
our eyes, metamorphosing from amoeba 
to human through a strange cycle of 
shapes and bodies (Websites: Winship). 
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Barthes’s criticism that as humans 
we lack subtlety in our scientific 
desire for categorisation due to the 
‘coarseness of our organs’ (1975: 
61) seems relevant here. He cites 
an unreferenced Nietzsche to point 
out that we cannot acknowledge ‘a 
tree is a new thing at every instant; 
we affirm the form because we do 
not seize the subtlety of an 
absolute moment’ (Barthes, 1975: 
61); or to put a Deleuzian and 
Guattarian twist upon it, the molar 
betrays the molecular in each 
instant. However in this moment of 
fantastical play the gaze is modified 
and the material flesh of the human 
subject challenges molar 
representation. This ‘human’ form 
does not comply with the 
representational limits of human 
subjectivity. Through reordering 
and reforming the material 
substance that creates the ‘human’, 
it challenges those representational 
limitations of materiality, taxonomy 
and sexual difference through 
which we think we recognise the 
‘human’5. 
 
                                                
5 After our initial acquaintance with their 
differing attributes it becomes curiously 
possible to ignore them and focus on the 
body, or flesh, as an idea (Websites: 
Dougill). 
...and there are two men naked 
as one but they look like the push-
me pull-me animal in Dr Dolittle 
with two heads sticking  
out of opposite sides of what 
seems to be one body or perhaps 







…can be immediately 














Suddenly we are asked to 
move… ii (aside, history and 



















Seven naked bodies 







Seven naked bodies 












































The positioning of 
the performers’ 
bodies in a still line 
for the scrutiny of the 
spectator’s 
inspection may be 
considered by this 
moment of the 
performance to be 
witnessed by a 





moment created a 
catalytic process 
whereby normative 
sight might have 
produced queer 
insight. As a result, 
the bodies I now 
encountered were 
less mediated by the 
meanings culture 
gives them and 
produced a 
momentary glimpse 
of how a body might 
resist fetishisation. 
Here the naked 
body, rather than 
being subjugated 
within its aesthetical 
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pflapthey are like fish 
flapping on the floor 
dying fish flapping 
against each other 
and moving flap flap 
flap towards us and 
we don’t know what 
to do as they flap 
between us against 
us through us and 
some of us move for 
them and some of us 
don’t and some of us 
laugh and some of 
us look scared as 
their 
flapflapflapflapflap   
collective heap  

































are words  
which speaks  
their own6 
                                      
6 metaphysical, profoundly 
significant point and is very 
much mistaken in her 
judgment? All I can say is, go 
and see for yourselves 
(Websites: Horvat). 
context, enacted a 
performative 
striptease. What this 
revealed was how 
language and 
discourse claims its 
gendered, sexed and 
human subjects: 
‘Give me your body 
and I will give you 
meaning, I will make 
you a name and a 
word in my 
discourse’ (de 
Certeau, 1984: 149). 
The audience is 
invited to perceive 
the body differently, 
as a site/moment 
where 
language/materiality 
are in a process of 
struggle.  Could it be 
that for an instant 
before their collapse 
I had witnessed a  
performative moment 
embodying 
the paradox of bodily 
autonomy7
                                      
7 [Such Stuff] is too controlling 
too safe…Is it possible that 




The	  last	  section	  has	  attempted	  to	  performatively	  make	  corporeal	  how	  Such	  Stuff	  As…	  
disrupted	  its	  own	  visual	  representations	  and	  circuits	  of	  desire	  to	  produce	  a	  ghost	  of	  
the	  queer	  subject.	  	  This	  section	  will	  investigate	  further	  what	  I	  ‘saw’:	  that	  is,	  how	  did	  
the	  performance	  allow	  the	  full	  complexity	  of	  the	  Levinasian	  face	  to	  emerge?	  This	  
complexity,	  I	  will	  argue,	  is	  not	  limited	  to	  the	  visual	  field	  but	  also	  crosses	  in-­‐between	  
other	  sensory	  experiences.	  How	  does	  seeing	  feelingly	  emerge	  as	  a	  series	  of	  inter-­‐
sensory,	  perhaps	  synesthesic,	  queer	  moments,	  each	  haunted	  by	  the	  others’	  
excesses?	  The	  multiple	  perspectives	  of	  live	  performance	  depend	  not	  only	  on	  how	  
you	  see	  it,	  but	  also	  how	  you	  hear	  it,	  smell	  it,	  feel	  it,	  taste	  it.	  
	  
Writing	  for	  The	  Times,	  David	  Dougill	  claimed	  of	  Such	  Stuff	  As…	  that	  ‘after	  our	  initial	  
acquaintance	  with	  [the	  perfomers’]	  differing	  attributes	  it	  becomes	  curiously	  possible	  
to	  ignore	  them	  and	  focus	  on	  the	  body,	  or	  flesh,	  as	  an	  idea’	  (Websites:	  Dougill).	  Here	  
their	  human	  subjectivity	  was	  erased	  and	  he	  could	  concentrate	  on	  their	  flesh	  as	  
concept;	  the	  subject	  became	  invisible	  in	  order	  to	  let	  the	  material	  body	  emerge.	  From	  
my	  perspective	  this	  tells	  only	  half	  the	  story,	  as	  it	  is	  precisely	  the	  interplay	  between	  
the	  linguistic/material	  subject	  and	  their	  chiastic	  interdependence,	  which	  the	  
performance	  makes	  evident.	  Rather	  than	  the	  disappearance	  of	  the	  subject,	  
something	  else	  emerged	  in	  that	  space	  between	  its	  appearance/disappearance,	  in-­‐
between	  language	  and	  materiality.	  What	  was	  it	  I	  ‘saw’?	  
	  
Because	  of	  its	  series	  of	  interruptions,	  such	  as	  the	  consistent	  ordering	  of	  the	  audience	  
to	  change	  positions,	  the	  performance	  offered	  crucial	  moments	  of	  interception	  in	  its	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circuits	  of	  desire;	  similarly	  such	  performative	  disruptions	  produced	  representational	  
juxtapositions	  through	  which	  the	  human	  flesh	  seemed	  to	  signify	  beyond	  the	  human.	  
In	  a	  similar	  sense	  to	  how	  cubist	  portraits	  make	  the	  body	  abstract,	  these	  
interventions	  worked	  within	  the	  visual	  field	  to	  challenge	  spectatorial	  attempts	  to	  
fetishise	  the	  performing	  body.	  Instead,	  the	  bodies’	  ‘subjectivity’	  emerged	  at	  the	  
limits	  of	  the	  culturally	  intelligible.	  
	  
As	  a	  result	  of	  these	  conditions,	  this	  tension	  between	  language	  and	  materiality	  was	  
no	  more	  evident	  than	  when,	  mid-­‐way	  through	  the	  performance,	  the	  seven	  
performers	  simply	  presented	  their	  naked	  bodies	  in	  a	  linear	  formation	  for	  what	  
Lindsey	  Winship	  describes	  as	  a	  ‘temporary	  eternity’	  (Websites:	  Winship).	  It	  is	  in	  the	  
paradox	  of	  this	  temporary	  eternity	  that	  we	  might	  locate	  a	  queer	  moment:	  an	  instant	  
with	  profound	  effects.	  Rather	  than	  being	  able	  to	  ignore	  the	  human	  subject,	  it	  was	  
possible	  to	  simultaneously	  apprehend	  a	  series	  of	  subjects	  as	  singularly	  constituted	  
through	  and	  beyond	  language.	  These	  ‘human’	  subjects	  were,	  in	  that	  moment	  of	  
eternity,	  both	  autonomous	  and	  vulnerable,	  provisionally	  non-­‐human	  in	  their	  
‘materiality’.	  This	  moment	  therefore	  did	  not	  enact	  the	  disappearance	  of	  the	  human	  
subject	  but	  rather	  emerged	  in-­‐between	  the	  line	  of	  its/their	  
appearance/disappearance.	  As	  the	  individual	  faces	  vanished	  they	  came	  into	  focus.	  	  
The	  Levinasian	  face	  emerged	  between	  the	  non/human	  as	  a	  ghost	  of	  the	  queer	  
subject	  was	  made	  flesh.	  
	  
On	  this	  topic	  of	  the	  ‘human’	  and	  its	  affiliation	  to	  visual	  representations,	  Butler	  
writes:	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Accordingly,	  our	  capacity	  to	  respond	  with	  outrage,	  opposition,	  and	  
critique	   will	   depend	   in	   part	   on	   how	   the	   differential	   norm	   of	   the	  
human	   is	   communicated	   through	   visual	   and	   discursive	   frames.	  
There	  are	  ways	  of	  framing	  that	  will	  bring	  the	  human	  into	  view	  in	  its	  
frailty	  and	  precariousness,	  that	  will	  allow	  us	  to	  stand	  for	  the	  value	  
and	   dignity	   of	   human	   life,	   to	   react	   with	   outrage	   when	   lives	   are	  
degraded	  or	  eviscerated	  without	  regard	  for	  their	  value	  as	  lives.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  (2009:	  77)	  
	  
Visual	  frames	  of	  representation	  and	  language	  establish	  the	  norms	  through	  which	  
subjects	  might	  be	  considered	  as	  human	  or	  not	  human,	  allowing	  an	  ethical	  response	  
to	  the	  Levinasian	  ‘human’	  face	  to	  emerge.	  Such	  Stuff	  As…	  potentially	  offered	  a	  
disruption	  to	  such	  visual	  frames	  and	  destabilized	  the	  very	  category	  of	  the	  ‘human’,	  
through	  affording	  the	  concept	  of	  the	  non/human	  to	  emerge.	  
	  
The	  non/human,	  as	  explored	  in	  Chapter	  1,	  is	  a	  destabilizing	  concept	  that	  articulates	  
queer	  subjectivity.	  It	  does	  so	  by	  challenging	  the	  category	  of	  the	  human	  subject	  and	  
the	  violating	  exclusions	  sometimes	  enacted	  in	  the	  name	  of	  the	  ‘human’	  against	  
subjectivities	  that	  are	  deemed	  inhuman.	  Butler	  argues	  that	  to	  re-­‐achieve	  the	  human	  
on	  another	  plane,	  the	  ‘human’	  must	  become	  strange	  to	  itself	  (Butler,	  2004:	  191).	  In	  
fact,	  this	  process	  of	  re-­‐making	  demands	  a	  departure	  from	  the	  ‘human’.	  But	  this	  does	  
not	  necessitate	  the	  erasure	  of	  the	  human	  subject;	  without	  the	  ‘foundation’	  of	  the	  
presuppositional	  norms	  and	  practices	  that	  define	  the	  ‘human’	  we	  would	  not	  be	  able	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to	  think/feel	  through	  the	  category	  at	  all.	  The	  appearance	  of	  the	  non/human,	  
therefore,	  offers	  an	  opportunity	  to	  work	  both	  through	  and	  beyond	  the	  ‘human’.	  	  
	  
In	  retrospect	  –	  and	  with	  these	  perspectives	  in	  mind	  –	  what	  emerged	  through	  Such	  
Stuff	  As…	  was	  a	  process	  that	  visually	  reconfigured	  the	  human	  subject.	  The	  radical	  
intimacy	  encouraged	  through	  the	  performers’	  bodily	  confessions	  produced	  a	  
performative	  interrogation,	  which	  encouraged	  me	  to	  see	  feelingly	  through	  the	  
conceptual/embodied	  shifting	  between	  the	  human	  and	  the	  non-­‐human.	  In	  addition,	  
what	  materialised	  through	  this	  process	  for	  a	  moment	  was	  a	  performative	  
embodiment	  of	  the	  paradox	  of	  the	  non/human.	  On	  the	  cusp	  between	  materiality	  
and	  language	  a	  visceral	  imaging	  was	  produced	  in	  which	  the	  human	  and	  the	  non-­‐
human	  (or,	  perhaps	  better,	  the	  ‘un-­‐human’)	  existed	  simultaneously:	  performing	  the	  
non-­‐human	  produces	  a	  human	  act.	  Here,	  the	  seeming	  incommensurability	  of	  the	  
human	  and	  non-­‐human	  was	  fleetingly	  tangible.	  Of	  course,	  just	  as	  the	  ‘truth’	  of	  
linguistic	  paradoxes	  can	  only	  be	  grasped	  provisionally,	  so	  here	  the	  queer	  moment	  is	  
only	  an	  instant	  of	  clarity,	  but	  an	  overriding	  truth	  is	  grasped.	  It	  is	  similar	  to	  striking	  a	  
light	  in	  order	  to	  better	  see	  the	  dark.	  It	  proceeds	  by	  interruption:	  a	  flash	  of	  insight.	  
With	  such	  a	  flash,	  a	  negative	  leaves	  its	  positive	  imprint	  on	  the	  mind,	  embodied	  as	  a	  
visceral	  imaging:	  a	  trace	  of	  the	  profound.	  
	  
For	  the	  queer	  moment	  is	  an	  embodied	  paradox	  a	  suggestion	  a	  provisional	  
understanding	  that	  is	  grasped	  fleetingly	  and	  then	  escapes	  it	  is	  at	  the	  edge	  of	  thought	  
because	  it	  is	  both	  within	  and	  without	  language	  tangible	  yet	  not	  so	  now	  you	  see	  it	  
now	  you	  don’t	  it	  is	  mist	  or	  like	  mist	  a	  little	  mystical	  perhaps	  because	  you	  see	  it	  clearly	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go	  towards	  it	  and	  then	  it	  is	  no	  longer	  there	  though	  it	  surrounds	  you	  dancing	  on	  the	  
periphery	  you	  can	  not	  help	  but	  replace	  yourself	  at	  the	  centre	  just	  as	  dualistic	  thought	  
pushes	  its	  way	  back	  into	  desire	  my	  	  desire	  to	  see	  things	  clearly	  feelingly..	  
contradiction…paradox…..has	  it	  gone?	  	  
	   Such	  stuff	  as	  we	  are	  made	  of?	  
	  	   	   Such	  stuff	  as	  dreams	  are	  made	  ofiii	  (aside)	  …	  	  	  
	  
Hearing	  
A	  moment	  later	  their	  bodies	  collapsed,	  convulsed	  and	  gathered	  together	  into	  an	  
image,	  which	  for	  me	  in	  that	  instant	  was	  reminiscent	  of	  mass	  genocide.	  After	  this	  
climactic	  and	  viscerally	  evocative	  event,	  which	  many	  mistook	  as	  the	  end	  of	  the	  
performance,	  the	  performers	  calmly	  stood	  up	  and	  got	  dressed.	  Our	  departure	  was	  
halted	  by	  yet	  another	  interruption:	  a	  female	  performer,	  now	  fully	  clothed,	  was	  
moving	  erratically	  through	  the	  audience.	  	  As	  she	  moved	  she	  gently	  brushed	  past	  us,	  
initiating	  human	  contact	  in	  a	  way	  which	  had	  mostly	  been	  avoided	  by	  many	  of	  the	  
spectators	  a	  moment	  before	  as	  they	  stepped	  out	  of	  the	  way	  of	  convulsing	  bodies.	  	  
	  
Having	  shifted	  our	  visual	  perspectives	  to	  focus	  on	  materiality,	  language	  and	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   Make	   Love	   not
	   	   	   it	  do	  Just	   	   	   war	  
Saab	  	  	   	   	   	   	   Have	  a	  break	  
have	  a	  kit	  kat.	  
	  
What	  is	  significant	  here	  is	  that,	  as	  the	  performance’s	  visual	  representations	  and	  
language	  produced	  a	  sense	  impression	  of	  how	  human	  subjects	  are	  can	  be	  violated,	  it	  
nonetheless	  continued	  to	  encourage	  the	  possibility	  of	  seeing	  feelingly;	  though	  not	  
merely	  on	  the	  level	  of	  sight,	  but	  across	  the	  senses.	  It	  was	  suddenly	  very	  apparent	  
that	  the	  performance	  prior	  to	  this	  moment	  had	  been	  conducted	  mostly	  in	  silence	  –	  
devoid	  of	  language	  or	  musical	  accompaniment.	  This	  had	  meant	  that	  our	  focus	  had	  
up	  until	  this	  point	  been	  mostly	  visual	  and	  visceral,	  but	  now	  our	  aural	  faculties	  were	  
being	  explored.	  Through	  separating	  the	  way	  it	  focused	  on	  the	  senses,	  Such	  Stuff	  As…	  
was	  able	  to	  emphasise	  the	  cross-­‐sensory	  experiences	  we	  might	  take	  for	  granted8.	  
	  
These	  terms	  enunciated	  by	  the	  female	  performer	  were	  rendered	  peculiar	  not	  only	  by	  
their	  sudden	  emergence	  in	  the	  aesthetics	  of	  performance	  but	  also	  through	  their	  
pronunciation.	  The	  performer	  took	  her	  time	  to	  announce	  each	  delicious	  phoneme;	  
her	  breath,	  tongue	  and	  lips	  salivated	  over	  each	  succulent	  syllable,	  extensively	  
exploring	  the	  materiality	  of	  language.	  With	  such	  poetic	  rendering,	  these	  terms	  
became	  almost	  comic,	  a	  queer	  articulation	  of	  those	  ridiculous	  everyday	  slogans	  that	  
punctuate	  contemporary	  life.	  	  
                                                
8	  This	  leads	  me	  to	  think	  that	  the	  ‘separation	  of	  the	  senses’	  is	  a	  visceral	  norm	  perhaps	  
equivalent	  to	  representation,	  as	  it	  divides	  us	  through	  ourselves.	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For	  what	  were	  these	  slogans	  but	  various	  condensed	  representations	  of	  violence	  that	  
have	  become	  normalized	  through	  the	  repeated	  invocation	  of	  these	  condensed	  
linguistic	  forms?	  As	  I	  explored	  in	  relation	  to	  Attempts	  on	  her	  Life,	  these	  words	  or	  
phrases	  reflect	  the	  universalising	  narrative	  of	  global	  consumerism	  and	  terrorism,	  a	  
language	  that	  can	  encourage	  an	  invading	  uniformity,	  which	  can	  eradicate	  difference	  
for	  commercial	  gain	  or	  to	  justify	  warfare.	  As	  the	  words	  materialised	  in	  her	  mouth,	  it	  
also	  materialised	  that	  there	  was	  something	  chillingly	  normative	  about	  these	  cultural	  
references.	  Through	  the	  sense	  of	  auditory	  surprise,	  just	  as	  I	  had	  ‘seen’	  the	  human	  
anew,	  now	  I	  could	  ‘hear’	  words	  very	  differently.	  	  How	  do	  the	  things	  we	  hear	  violate	  
and	  exclude	  human	  subjects?	  How	  might	  we	  negotiate	  and	  challenge	  these	  
exclusions?	  	  
	  
As	  the	  non/human	  had	  emerged	  in	  a	  visual	  paradox	  it	  seemed	  now	  to	  be	  speaking	  to	  
us	  and	  demanding	  that	  we	  hear	  differently.	  	  If	  in	  order	  to	  produce	  an	  idea	  of	  a	  
human	  we	  do	  not	  know,	  if	  it	  needs	  to	  speak	  at	  the	  limits	  of	  what	  we	  think	  we	  know,	  
here,	  quite	  literally,	  the	  non/human	  seemed	  to	  be	  speaking	  at	  the	  central	  limits	  of	  
culture	  in	  order	  to	  illuminate	  culture’s	  violations.	  Speaking	  of	  what	  we	  knew,	  but	  
with	  a	  trace	  of	  queer	  subjectivity,	  this	  female	  performer	  overtly	  insinuated	  the	  way	  
we	  produce	  and	  receive	  language	  between	  subject/other.	  	  
	  
Feeling	  
As	  the	  performers’	  bodies	  collapsed	  and	  convulsed	  erratically	  into	  the	  audience,	  the	  
general	  instinct	  seemed	  to	  be	  to	  step	  out	  of	  the	  way.	  One	  lady	  –	  a	  ‘corpse’	  wrapped	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around	  her	  feet	  –	  let	  out	  an	  uncontrollable	  laugh,	  nervous	  and	  awkward:	  the	  desire	  
to	  move	  away,	  even	  when	  physically	  engaged,	  was	  evident.	  Similarly,	  I	  found	  the	  
writhing,	  sweating	  bodies	  that	  wrapped	  themselves	  around	  me	  repellent.	  In	  
contrast,	  as	  the	  female	  performer	  moved	  between	  us,	  I	  consented	  to	  her	  touch.	  	  
What	  might	  this	  radical	  disjuncture	  in	  these	  responses	  to	  flesh	  tell	  us?	  
	  
In	  Powers	  of	  Horror	  (1982)	  Julie	  Kristeva	  tells	  us	  that	  whatever	  is	  ‘abject’	  ‘is	  radically	  
excluded	  and	  draws	  me	  towards	  the	  place	  where	  meaning	  collapses’	  (Kristeva,	  1982:	  
2).	  Like	  paradox,	  the	  abject	  places	  the	  dualisms	  upon	  which	  our	  truth	  systems	  are	  
seemingly	  validated	  into	  crisis.	  	  She	  goes	  on	  to	  say:	  	  
	  
A	  wound	  with	  blood	  and	  pus,	  or	  the	  sickly,	  acrid	  smell	  of	  sweat,	  of	  
decay,	  does	  not	  signify	  death.	  In	  the	  presence	  of	  signified	  death	  –	  a	  
flat	   encephalograph,	   for	   instance	   –	   I	   would	   understand,	   react,	   or	  
accept.	  No,	  as	  in	  true	  theater,	  without	  makeup	  or	  masks,	  refuse	  and	  
corpses	  show	  me	  what	   I	  permanently	   thrust	  aside	   in	  order	   to	   live.	  
These	  body	  fluids,	  this	  defilement,	  this	  shit	  are	  what	  life	  withstands,	  
hardy	  and	  with	  difficulty,	  on	   the	  part	  of	  death.	   There,	   I	   am	  at	   the	  
border	  of	  my	  condition	  as	  a	   living	  being.	  My	  body	  extricates	   itself,	  
as	  being	  alive	  from	  that	  border.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  (1982:	  3)	  
	  
Fascinatingly,	  again	  the	  spectre	  of	  theatre	  appears,	  but	  this	  is	  not	  the	  rational	  
theatre	  of	  Lyotard,	  or	  Deleuze	  and	  Guattari.	  This	  ‘true	  theatre’	  is	  perhaps	  closer	  to	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Artaud’s	  ‘Theatre	  of	  Cruelty’	  in	  that	  it	  exists	  at	  the	  limits	  of	  representation.	  Perhaps	  
then,	  to	  collapse	  the	  binary	  between	  self	  and	  abjection	  is	  to	  encounter	  the	  mortality	  
of	  flesh	  and	  the	  paradoxical	  ‘truth’	  of	  the	  non/human.	  This	  recognition	  of	  the	  
‘materiality’	  of	  my	  existence	  reminded	  me	  of	  the	  inescapable	  fact	  that	  as	  flesh,	  ‘I’	  
must	  ultimately	  perish.	  	  
	  
As	  bodies	  flung	  themselves	  against	  us	  –	  their	  sweat,	  their	  flesh	  –	  my	  death	  was	  
tangible	  in	  their	  every	  breath.	  In	  encountering	  the	  abject	  flesh,	  which	  had	  a	  moment	  
ago	  been	  both	  less	  and	  more	  than	  human,	  the	  trace	  of	  the	  non/human	  was	  still	  
present/absent.	  Unlike	  Kristeva’s	  ‘true	  theatre’,	  they	  were	  still	  only	  representations	  
of	  corpses;	  however,	  a	  trace	  of	  the	  non/human,	  at	  the	  limits	  of	  representation,	  
haunted	  their	  moving	  bodies.	  It	  was	  a	  moment	  where,	  as	  explored	  by	  Kristeva,	  ‘the	  
death	  that	  “I”	  am	  provokes	  horror,	  there	  is	  a	  choking	  sensation	  that	  does	  not	  
separate	  inside	  from	  outside	  but	  draws	  them	  the	  one	  into	  the	  other,	  indefinitely’	  
(Kristeva,	  1982:	  25).	  	  
	  
In	  contrast,	  perhaps	  because	  she	  was	  ‘humanised’	  by	  clothes	  and	  language,	  I	  was	  
drawn	  to	  the	  touch	  of	  the	  female	  performer.	  What	  makes	  flesh	  abject?	  What	  makes	  
flesh	  ‘human’?	  It	  seems	  that	  in-­‐between	  my	  varying	  response	  to	  touch,	  between	  
material	  and	  linguistic	  representations	  of	  the	  body,	  that	  the	  ghost	  of	  the	  non/human	  
was	  still	  being	  felt.	  What	  seems	  crucial	  here,	  is	  that	  as	  an	  audience	  ‘we’	  were	  
integrated	  in	  our	  connected	  immersion	  by	  these	  representations	  of	  abject	  and	  
‘human’	  flesh:	  linked	  by	  touch.	  Through	  encountering	  abjection,	  ‘I’	  impossibly	  felt	  a	  
common	  humanityiv	  (aside).	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Utopian	  Instances	  
The	  final	  part	  of	  Such	  Stuff	  As…,	  in	  contrast	  to	  its	  previous	  sequences,	  introduced	  a	  
sense	  of	  order	  and	  political	  revolution.	  With	  the	  squaring	  off	  of	  a	  rectangular	  
performance	  space,	  the	  audience	  was	  ordered	  to	  sit	  around	  it	  as	  the	  performers	  
robotically	  chanted	  political	  slogans	  accompanied	  by	  controlled	  rhythmical	  
movement,	  the	  excessive	  drill	  suggested	  a	  sense	  of	  paradoxical	  oppressive	  resistance	  
and	  militant	  revolution.	  As	  Lindsey	  Winship	  recognises	  in	  her	  review	  of	  the	  show,	  
‘their	  voices	  are	  asking	  for	  peace	  but	  their	  bodies	  say	  power’.	  This	  form	  of	  
generalised	  politics	  was	  merely	  the	  utterance	  of	  clichés	  through	  which	  ‘they	  
convince	  us	  to	  feel	  what	  they	  feel,	  to	  join	  their	  ranks,	  by	  pure	  force	  of	  will.	  It	  isn’t	  our	  
decision,	  you	  could	  say.	  We	  were	  just	  acting	  on	  orders’	  (Websites:	  Winship).	  	  
	  
It	  is	  often	  easy	  to	  obey,	  comply,	  to	  be	  subjugated.	  It	  is	  often	  easy	  to	  relinquish	  
control.	  It	  is	  also	  often	  easy	  to	  exclude	  and	  violate,	  wittingly	  or	  unwittingly.	  Foucault	  
in	  his	  introduction	  to	  Deleuze	  and	  Guattari’s	  Anti-­‐Oedipus	  suggests	  that	  the	  reason,	  
above	  all	  else,	  that	  the	  book	  is	  an	  investigation	  into	  ethics	  is	  because	  ultimately	  it	  
examines	  how	  we	  might	  free	  our	  desires	  from	  fascism:	  ‘How	  does	  one	  keep	  from	  
being	  fascist	  (especially)	  when	  one	  believes	  oneself	  to	  be	  a	  revolutionary	  militant?’	  
(Deleuze	  and	  Guattari,	  2004:	  xv).	  Ethics	  therefore	  is	  a	  constant	  act	  of	  negotiation	  
between	  representations	  and	  desire,	  which	  must	  always	  interrogate	  what	  violations	  
are	  being	  produced.	  What	  is	  being	  excluded	  in	  the	  name	  of	  politics?	  What	  has	  to	  be	  
provisionally	  excluded	  in	  the	  process	  of	  creating	  non-­‐violent	  futures?	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To	  experience	  the	  performers’	  queer	  subjectivity	  I	  had	  to	  comply	  with	  my	  own	  
subjugation.	  	  The	  performance’s	  disruption	  of	  representations	  and	  interceptions	  of	  
desire	  were	  produced	  through	  acts	  of	  overtly	  instigated	  coercion.	  But	  this	  is	  
precisely	  the	  point,	  the	  body	  is	  ‘where	  we	  encounter	  a	  range	  of	  perspectives	  that	  
may	  or	  may	  not	  be	  our	  own’	  (Butler,	  2009:	  53);	  it	  is	  where	  ‘we	  are	  at	  once	  acted	  
upon	  and	  acting’	  (Butler,	  2006:	  16).	  	  	  
	  
It	  seems	  that	  Such	  Stuff	  As…	  embodied	  a	  broad	  spectrum	  of	  challenges,	  possibilities	  
and	  potential	  consequences	  to	  do	  with	  the	  politics	  of	  human	  subjectivity:	  this	  last	  is	  
by	  necessity	  a	  contradictory	  and	  hierarchical	  process,	  which	  live	  performance	  can	  
emphasise.	  Representations,	  languages	  and	  desires	  violate	  and	  exclude;	  they	  can	  
produce	  genocide,	  calls	  to	  war	  and	  acts	  of	  terrorism.	  There	  are,	  however,	  possible	  
ways	  to	  negotiate	  violations	  and	  exclusions,	  contradictions	  and	  dualisms	  in	  an	  
ongoing	  process	  of	  translation.	  Queer	  moments	  are	  utopian	  instances	  within	  the	  
continual	  cultural	  struggle	  over	  subjectivity.	  This	  is	  how	  queer	  moments	  become	  
where	  queer	  theory,	  politics	  and	  transforming	  performance	  potentially	  meet.	  They	  
are	  moments	  when	  dualistic	  conceptions	  of	  the	  ontological	  categories	  of	  gender,	  sex	  
or	  the	  human	  can	  be	  transformed	  between	  subject/other:	  they	  enable,	  empower	  
and	  transform	  the	  ‘subject’	  in	  the	  light	  of	  the	  ‘other’.	  This	  experience	  might	  also	  
carry	  with	  it	  transformative	  potentials.	  	  
	  
If	  queer	  moments	  are	  instances	  of	  embodied	  paradoxes	  where	  the	  dualisms	  of	  
subject/other	  momentarily	  cohere	  through	  a	  sense	  of	  a	  one’s	  feeling	  body	  
beside/beyond	  representation,	  the	  ‘truths’	  that	  are	  produced	  in	  excess	  of	  these	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binaries	  might	  also	  be	  embodied.	  This	  chapter	  has	  explored	  how	  queer	  moments	  can	  
produce	  a	  form	  of	  visceral	  imaging,	  the	  experience	  of	  which	  leaves	  its	  trace	  after	  the	  
event.	  	  Such	  instances	  are	  potentially	  profound:	  they	  are	  moments	  that	  leave	  a	  
lasting	  impression	  and	  are	  why,	  however	  ephemeral,	  through	  ephemerality	  queer	  
performance	  can	  survive.	  	  
	  
As	  Geraldine	  Harris	  has	  argued,	  the	  political	  effect	  of	  performance	  therefore	  lies	  not	  
in	  its	  intention,	  but	  in	  the	  specific	  dynamic	  between	  multiple	  elements	  at	  any	  given	  
time	  (1999:	  172).	  It	  will	  never	  emerge	  in	  the	  same	  way	  twice,	  and	  non/humans	  will	  
not	  experience	  it	  in	  the	  same	  way	  once.	  	  This	  means	  that	  queer	  moments	  can	  
potentially	  exist	  in	  any	  performance	  environment,	  not	  merely	  those	  self-­‐nominated	  
as	  ‘queer’,	  depending	  on	  the	  conditions	  that	  course	  through	  any	  given	  moment.	  
Performance	  offers	  us	  a	  place	  to	  producev	  (aside),	  receive,	  politically	  negotiate	  and	  
transform	  subjectivity	  in	  an	  ethically	  inclusive	  encounter	  within	  a	  domain	  of	  potential	  
collective	  responsibility.	  	  
	  
The	  Desire	  to	  Speak:	  translating	  queer	  moments	  
After	  the	  event	  I	  found	  myself	  speaking	  excitedly	  with	  strangers	  about	  what	  I	  had	  
just	  witnessed	  and	  wanting	  to	  translate	  the	  experience	  somehow.	  What	  was	  this	  
desire	  to	  speak,	  after	  the	  event;	  what	  was	  it	  that	  propelled	  this	  ‘desiring-­‐machine’	  to	  
connect?	  It	  may	  well	  be	  a	  flight	  of	  fancy,	  but	  for	  a	  moment	  I	  would	  like	  to	  re-­‐imagine	  
seven	  naked	  bodies	  standing	  in	  line	  for	  inspection,	  to	  re-­‐imagine	  a	  word	  rendered	  
strange,	  to	  re-­‐imagine	  a	  touch	  rendered	  abject.	  	  For	  a	  moment,	  seven	  human	  forms	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were	  unformed	  as	  non-­‐humans,	  language	  was	  material,	  the	  word	  was	  made	  flesh,	  as	  
the	  non-­‐human	  performed	  a	  human	  act.	  	  
	  
For	  me,	  these	  fleeting	  excesses	  of	  truth	  produced	  by	  paradoxical	  moments	  and	  their	  
visceral	  imaging	  produced	  a	  profundity	  that	  inspires	  one	  to	  search	  for	  the	  words	  to	  
speak	  of	  and	  translate	  its	  untranslatable	  sources.	  This	  queer	  encounter	  between	  
‘self’	  and	  ‘other’,	  this	  shared	  experience	  is	  difficult	  to	  articulate	  but,	  nevertheless,	  is	  
felt	  in	  my	  bones.	  Representation	  and	  desire	  can	  be	  negotiated	  productively	  through	  
paradox,	  and	  what	  this	  paradox	  produced	  was	  a	  flow	  that	  connected	  with	  my	  desire	  
to	  speak	  to	  others,	  then	  and	  now,	  of	  the	  stuff	  that	  we	  are	  made	  of.	  	  	  	  
	  
Butler	  has	  argued	  that	  ‘if	  the	  humanities	  has	  a	  future	  as	  cultural	  criticism,	  and	  
cultural	  criticism	  has	  a	  task	  at	  the	  present	  moment,	  it	  is	  no	  doubt	  to	  return	  us	  to	  the	  
human	  where	  we	  do	  not	  expect	  to	  find	  it,	  in	  its	  frailty	  and	  at	  the	  limits	  of	  its	  capacity	  
to	  make	  sense’	  (2006:	  151).	  The	  ‘human’	  might	  emerge	  therefore	  between	  theory	  
and	  practice,	  text	  and	  performance,	  language	  and	  materiality,	  not	  to	  mention	  across	  
disciplines	  and	  multiple	  performance	  environments.	  Queer	  moments	  in	  performance	  
are	  how	  we	  might	  produce,	  receive,	  negotiate	  and	  transform	  subjectivity.	  Translating	  
such	  profound	  experiences	  through	  finding	  other	  ways	  we	  might	  produce,	  receive	  
and	  interrogate	  the	  ‘human’,	  is	  how	  queer	  moments	  and	  subjectivities	  might	  




                                                
i As	  mentioned	  in	  the	  introduction,	  there	  are	  parallels	  here	  between	  queer	  moments,	  Jones’	  
‘prick’	  and	  Barthes’	  concept	  of	  ‘jouissance’,	  which	  he	  discusses	  in	  The	  Pleasure	  of	  the	  Text	  
(1973).	  For	  Barthes,	  ‘jouissance’	  refers	  to	  the	  potentially	  disruptive	  experience	  that	  a	  reader	  
might	  encounter	  whilst	  reading	  avant-­‐garde	  texts.	  Whilst	  ‘pleasure’	  can	  be	  expressed	  
through	  words,	  ‘jouissance’	  cannot	  (1973:	  21).	  The	  text	  which	  produces	  jouissance,	  or	  ‘bliss’	  
as	  translated	  in	  the	  English	  version	  of	  the	  book,	  ‘imposes	  a	  state	  of	  loss	  …	  discomforts	  
(perhaps	  to	  the	  point	  of	  a	  certain	  boredom),	  unsettles	  the	  reader’s	  historical,	  cultural,	  
psychological	  assumptions,	  the	  consistency	  of	  his	  tastes,	  values,	  memories,	  brings	  to	  a	  crisis	  
his	  relations	  with	  language’	  (1973:	  14).	  Jouissance,	  like	  queer	  moments,	  are	  a	  way	  of	  
experiencing	  the	  feeling	  body	  (beside/beyond	  representation)	  and	  the	  unmediated	  Real.	   
ii Eight	  years	  after	  I	  wrote	  the	  first	  draft	  of	  this	  performative	  experiment,	  I	  discovered	  the	  
following	  analysis	  of	  a	  performance	  by	  Maria	  Donata	  D’Urso	  by	  Nick	  Ridout:	  
	  
In	   Pezzo	   0	   (due)	   (Centro	   de	   Arte	   Moderna,	   Lisbon,	   2002),	   Maria	   Donata	  
D’urso	   is	   visible,	   naked,	   in	   low	   light,	   surrounded	   by	   an	   insect-­‐like	   scratch	  
and	   crackle	   of	   electronic	   sound.	   As	   she	   moves	   her	   limbs	   slowly	   in	   the	  
subdued	   and	   tightly	   focused	   pool	   of	   light,	   it	   soon	   becomes	   impossible	   to	  
make	  out	  the	  relationships	  between	  surfaces	  and	  volumes.	  The	  light	  reveals	  
to	  the	  spectator	  an	  area	  of	  human	  skin,	  beneath	  which	  lies	  flesh,	  but	  what	  
precisely	   lies	  below	  this	  particular	   surface	  cannot	  be	  determined.	   Is	   this	  a	  
section	  of	  her	  thigh	  or	  part	  of	  her	  back?	  The	  work	  is	  a	  moving	  sequence	  of	  
sculptural	  forms,	  all	  produced	  by	  a	  single	  human	  body,	  and	  each	  successive	  
form	   seems	   to	   recall,	   half-­‐abstractly,	   the	   human	   figure	   of	   classical	  
representation,	   but	   without	   settling	   into	   a	   configuration	   in	   which	   a	   full	  
human	  figure	  becomes	  visible	  in	  its	  symmetry	  and	  organisation.	  The	  work,	  
which	  lasts	  about	  half	  an	  hour,	  seems	  to	  combine	  aspects	  of	  the	  beauty	  of	  
classical	   statuary	   with	   some	   of	   the	   fascination	   of	   the	   contortionist.	   The	  
unmistakable	   intention	   that	   lies	  behind	  each	   successive	  movement	  of	   the	  
body	   assures	   the	   spectator	   that	   there	   is	   a	   single	   and	   coherent	   human	  
subject	  carrying	  out	  these	  actions,	  even	  as	  it	  remains	  impossible	  to	  identify	  
a	   single	  human	  subject	   from	  the	  elements	  of	  human	   flesh	  and	  skin	  which	  
are	  made	  visible	  in	  the	  performance.	  This	  effect	  of	  an	  apparent	  separation	  
of	   the	   evidence	   of	   a	   human	   mind	   (intention)	   and	   the	   actions	   and	  
organisation	   of	   a	   human	   body	   is	   profoundly	   unsettling	   as	   well	   as	   very	  
beautiful	   …	   There	   is	   nothing	   to	   be	   ethical	   about	   here.	   Yet	   in	   the	   sheer	  
strangeness	  with	  which	  it	  presents	  that	  most	  familiar	  of	  forms	  –	  the	  human	  
body	   –	   it	   issues	   what	   one	   might	   call,	   in	   language	   to	   echo	   Levinas’,	   a	  
challenge	   from	   the	   place	   of	   the	   other.	   The	   other,	   in	   this	   case,	   is	  
simultaneously	   the	   artist	   who	  made	   the	  work	   and	  who	   performs	   it	   here,	  
readily	   identifiable	   with	   the	   name	   Maria	   Donata	   D’urso,	   and	   also	   the	  
disorganised	   body	   the	   spectator	   encounters,	   which	   appears,	   in	   a	   quietly	  
shocking	  way,	  to	  be	  something	  other	  than	  a	  single	  comprehensible	  human	  
body	   that	   might	   be	   attached	   to	   the	   name	   Maria	   Donata	   D’urso.	   The	  
challenge	   issued	   by	   this	   work,	   from	   the	   place	   of	   the	   other,	   is	   to	   our	  
conception	  of	  what	  it	  is	  to	  be	  or	  have	  a	  human	  body,	  and	  to	  have	  intentions	  
that	  make	  it	  do	  things.	  The	  human	  figure,	  so	  often	  the	  luminous	  centre	  of	  
the	   aesthetic	   experience	   and	   the	   presence	  with	  which	   the	   spectator	  may	  
easily	  identify,	  is	  here	  shadowed	  and	  obscured	  in	  such	  a	  way	  as	  to	  render	  it	  
utterly	  strange	  to	  all	  those	  human	  figures	  who	  sit	  in	  the	  dark	  and	  watch	  it.	  
Without	  making	  any	  overt	  ethical	  claims,	  this	  piece	  seems	  to	  challenge	  the	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human	  spectator	  to	  consider	  what	  it	  is	  that	  allows	  him	  or	  her	  to	  recognise	  
another	  as	  a	  fellow	  human.	  
	   	   	   	   	   	  	  	  	  	  	  	  	  	  	  (2009:	  67-­‐9,	  emphasis	  added)	  
	  
	  
I	  repeat	  it	  at	  length	  here	  because	  the	  aesthetics	  and	  conditions	  of	  Maria	  Donata	  D’urso’s,	  
performance	  as	  well	  as	  Ridout’s	  analysis,	  echoes	  both	  the	  aesthetics	  of	  Such	  Stuff	  and	  my	  
interpretation	  of	  that	  event.	  Ridout’s	  engagement	  with	  the	  profundity	  of	  the	  experience	  
through	  his	  focus	  on	  the	  strangeness	  of	  the	  human	  form	  and	  its	  relation	  to	  ethics	  and	  the	  
Levinasian	  face	  directly	  echoes	  my	  arguments	  throughout	  the	  thesis.	  Here,	  in	  another	  time	  
and	  place,	  is	  an	  example	  of	  radical	  intimacy	  and	  the	  non/human.	  	   	   	   	  	  	  	  
iii I	  am	  aware	  that	  such	  a	  description	  might	  invite	  charges	  of	  secular	  theologising,	  As	  I	  have	  
argued	  in	  the	  Introduction,	  I	  hope	  that	  the	  theoretical	  framework	  I	  have	  provided	  
throughout	  this	  thesis,	  in	  an	  attempt	  to	  describe	  queer	  moments,	  might	  counter	  such	  
accusations. 
iv This	  discussion	  of	  abjection	  offers	  another	  useful	  perspective	  on	  Amelia	  Jones’	  punctum	  
experience	  in	  witnessing	  Franko	  B’s	  bleeding	  body	  in	  Chapter	  2.	  Through	  offering	  his	  blood,	  
Franko	  B.	  produces	  a	  sense	  of	  the	  non/human:	  his	  wounded	  flesh	  evokes	  a	  sense	  of	  
mortality	  through	  abjection.	  It	  is	  through	  this	  abjection	  that	  Jones	  experienced	  the	  ‘prick’	  of	  
their	  common	  humanity. 
v Of	  course,	  there	  is	  arguably	  always	  an	  element	  of	  ‘intention’	  in	  the	  desire	  to	  create	  
































In	  August	  2009,	  I	  returned	  to	  the	  Edinburgh	  festival,	  both	  as	  a	  performer	  and	  as	  a	  
spectator.	  I	  appeared	  at	  the	  Pleasance	  Theatre,	  in	  a	  show	  I	  had	  co-­‐written	  with	  my	  
long-­‐time	  collaborator	  Ben	  Lewis	  called	  My	  Name	  is	  Sue,	  in	  which	  I	  played	  the	  
eponymous	  anti-­‐heroine.	  Dressed	  in	  my	  mother’s	  skirt,	  a	  cardigan	  from	  Marks	  and	  
Spencers,	  brown	  tights	  and	  a	  pair	  of	  flat,	  sensible	  shoes,	  I	  performed	  a	  cycle	  of	  eight	  
songs	  accompanied	  by	  myself	  on	  the	  piano,	  but	  also	  by	  a	  trio	  of	  women	  on	  violin,	  
cello,	  and	  drums:	  they	  were	  also	  dressed	  as	  ‘Sue.’	  The	  show	  explored	  the	  apparently	  
mundane	  details	  of	  Sue’s	  life	  from	  her	  favourite	  film	  –	  Sleeping	  with	  the	  Enemy	  
(1991),	  starring	  Julia	  Roberts	  –	  to	  her	  favourite	  pastime:	  riding	  the	  Cardiff	  buses.	  
Gradually,	  during	  the	  course	  of	  the	  whole	  performance,	  it	  emerged	  that	  Sue	  was	  a	  
prophet	  and	  had	  a	  message	  for	  her	  audience:	  the	  apocalypse	  was	  imminent.	  The	  
show	  concluded	  with	  a	  rousing	  and	  incongruously	  jaunty	  chorus	  of	  chanting	  –	  	  
‘We’re	  all	  going	  to	  die!’	  –	  during	  which	  the	  audience	  generally	  seemed	  to	  participate	  
enthusiastically.	  As	  I	  was	  simultaneously	  entering	  the	  final	  stages	  of	  completing	  this	  
doctorate,	  this	  was	  possibly	  my	  first	  experiment	  with	  ‘queer	  performance’	  in	  
practice.	  	  
	  
With	  cyclical	  symmetry	  it	  was	  during	  this	  time	  that	  I	  also	  experienced	  another	  
performance	  that	  moved	  and	  transformed	  me	  in	  a	  profound	  way.	  The	  power	  of	  this	  
transformative	  experience	  shared	  similar	  qualities	  with	  Such	  Stuff	  As	  We	  Are	  Made	  
Of,	  though	  of	  course	  they	  were	  also	  inevitably	  different.	  Kristin	  Fredricksson’s	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Everything	  Must	  Go	  (or	  The	  Voluntary	  Attempt	  to	  Overcome	  Unnecessary	  Obstacles)	  
was	  a	  one-­‐woman	  performance	  piece	  staged	  at	  St.	  Augustine’s	  church,	  throughout	  
that	  August.	  The	  show	  was	  a	  tribute	  to	  her	  father	  who	  had	  died	  from	  pancreatic	  
cancer	  only	  two	  months	  previously.	  She	  had	  originally	  performed	  it	  with	  him	  the	  
previous	  year	  in	  order	  to	  tell	  the	  story	  of	  his	  fascinating	  life.	  After	  his	  death,	  she	  
adapted	  the	  show	  so	  that	  it	  could	  be	  performed	  without	  him.	  
	  
Using	  a	  combination	  of	  non-­‐sequential	  film-­‐footage,	  dance,	  physical	  theatre,	  
excerpts	  from	  his	  note	  books	  and	  puppetry,	  she	  gradually	  conjured	  a	  vivid	  picture	  of	  
an	  eccentric	  Welshman,	  born	  in	  1930,	  who	  professed	  a	  love	  for	  track-­‐and-­‐field	  
hurdle	  races	  by	  day	  but	  enjoyed	  performing	  in	  drag	  by	  night.	  This	  was	  a	  man	  who,	  
much	  to	  the	  disgust	  of	  his	  headmaster,	  would	  teach	  dance	  as	  well	  as	  athletics	  to	  the	  
boys	  in	  his	  PE	  classes.	  We	  learned	  of	  his	  elaborate	  money-­‐saving	  schemes:	  how	  he	  
would	  save	  money	  on	  bills	  by	  bottling	  water	  from	  the	  taps	  in	  the	  local	  library.	  He	  
was	  a	  hoarder	  who	  kept	  everything	  higgledy-­‐piggledy	  in	  his	  house.	  Thus	  in	  the	  first	  
scene	  Fredricksson	  welcomed	  us	  as	  an	  estate	  agent,	  donning	  a	  blonde	  wig	  and	  
creating	  an	  imaginary	  path	  on-­‐stage	  to	  describe	  its	  interior.	  The	  ramshackle	  
environment	  which	  she	  outlined	  was	  reflected	  on	  stage,	  with	  a	  variety	  of	  half-­‐size	  
cardboard	  cut-­‐outs	  presenting	  her	  father	  at	  various	  ages	  and	  as	  different	  characters:	  
one	  adorned	  with	  lip-­‐stick	  and	  a	  head-­‐scarf,	  another	  with	  trilby	  and	  fake-­‐moustache,	  
and	  so	  on.	  It	  seemed	  that	  her	  father	  was	  quite	  a	  performer,	  so	  the	  stage	  became	  a	  
fitting	  environment	  for	  this	  tribute.	  She	  quoted	  philosopher	  Bernard	  Suits’s	  
definition	  of	  play	  as	  ‘the	  voluntary	  attempt	  to	  overcome	  unnecessary	  obstacles’	  
(2005:	  55):	  her	  father	  was	  a	  man	  who	  lived	  his	  life	  as	  a	  sort	  of	  game.	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Always	  addressing	  the	  audience	  directly,	  Kristin	  played	  several	  parts,	  as	  well	  as	  
speaking	  as	  herself.	  These	  included	  the	  various	  characters	  invented	  by	  her	  father,	  as	  
she	  dressed	  up	  to	  replicate	  the	  images	  of	  the	  cardboard	  cut-­‐outs.	  In	  the	  final	  
moments	  of	  the	  show	  Fredricksson	  danced	  with	  a	  half-­‐size	  puppet	  of	  her	  father,	  
whilst	  on	  an	  up-­‐stage	  cine-­‐screen	  an	  exact	  image	  of	  the	  onstage	  set	  emerged,	  except	  
that	  in	  this	  version	  her	  father	  was	  present	  and	  Kristin	  was	  assisting	  him	  in	  donning	  a	  
skirt,	  wig	  and	  applying	  make-­‐up.	  Whilst	  for	  us	  she	  danced	  with	  the	  puppet,	  this	  
footage	  demonstrated	  how	  the	  play	  had	  ended	  when	  her	  father	  was	  still	  alive	  and	  
they	  could	  dance	  together	  for	  another	  audience.	  In	  that	  moment	  I	  experienced	  an	  
overwhelming	  sense	  of	  grief,	  as	  though	  I	  was	  mourning	  a	  personal	  friend.	  What	  
might	  these	  two	  experiences,	  as	  performer	  of	  Sue	  and	  spectator	  of	  Kristin	  at	  the	  
Edinburgh	  festival,	  reveal	  to	  one	  about	  queer	  moments	  in	  performance?	  	  	  
	  
Throughout	  this	  thesis	  I	  have	  investigated	  how	  we	  might	  approach	  moments	  of	  
performance	  as	  ‘embodied	  knowledge’	  and	  how	  such	  an	  investigation	  might	  expose	  
that	  the	  deconstructive	  approach	  of	  queer	  theory	  cannot	  fully	  serve	  as	  a	  
methodological	  paradigm.	  Though	  useful	  in	  analysing	  how	  the	  body	  primarily	  means	  
through	  language	  and	  in	  relation	  to	  the	  other,	  such	  theory	  fails	  to	  account	  for	  how	  a	  
‘materiality’	  might	  exceed	  the	  limits	  of	  language	  and	  representation,	  to	  directly	  
impact	  ‘in	  the	  moment’	  of	  live	  performance.	  Elaine	  Aston	  and	  Geraldine	  Harris	  argue	  
that,	  in	  Touching	  Feeling	  (2003),	  Eve	  Kosofsky	  Sedgwick	  demonstrates	  an	  awareness	  
of	  the	  limits	  of	  deconstruction	  when	  theorising	  the	  body.	  Sedgwick	  would	  rather	  
consider	  the	  body	  from:	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…	   a	   non-­‐dualistic	   paradigm	   based	   on	   the	   notion	   of	   ‘beside’	   –	   in	  
which	  ‘a	  number	  of	  elements	  may	  lie	  alongside	  one	  another	  though	  
not	  an	  infinity	  of	  them’	  (Sedgwick,	  2003:	  8).	  This	  then	  is	  an	  attempt	  
at	  a	  model	  of	  thinking	  that	  acknowledges	  difference	  without	  either	  
denying	  the	  possibility	  of	  community	  and	  connection	  or	  resorting	  to	  
relativism.	  	  
	  	  	  	  	  (Aston	  and	  Harris,	  2008:	  10)	  
	  
Queer	  moments,	  I	  have	  argued,	  emerge	  when	  the	  contradictory	  dualisms	  of	  
performance	  are	  negotiated	  in	  such	  a	  way	  that	  they	  produce	  a	  glimpse	  of	  a	  non-­‐
dualistic	  moment	  of	  paradox,	  which	  neither	  denies	  the	  dualisms	  that	  produce	  it	  nor	  
indicates	  a	  privileging	  of	  either	  of	  its	  parts.	  So,	  for	  example,	  Lazlo	  Pearlman	  through	  
exploring	  the	  paradoxes	  of	  his	  gendered	  identity	  to	  produce	  an	  instant	  where	  
performing	  masculinity	  becomes	  a	  feminine	  act.	  Jill	  Dolan	  argues,	  ‘to	  even	  glimpse	  a	  
utopia,	  I	  think	  we	  have	  to	  learn	  to	  live	  with	  a	  certain	  number	  of	  contradictions’	  
(Dolan,	  2005:	  12).	  Perhaps	  what	  I	  witnessed	  here	  through	  this	  performative	  paradox	  
is	  a	  way	  to	  live	  with	  such	  contradictions	  and	  the	  utopian	  dimensions	  of	  queer	  
moments.	  	  
	  
What	  has	  been	  most	  difficult	  about	  this	  project	  was	  to	  find	  a	  way	  of	  investigating	  
how	  such	  paradoxes	  might	  touch	  and	  transform	  spectators	  in	  performance.	  In	  Amelia	  
Jones’s	  account	  of	  Franko	  B’s	  performances	  I	  discovered	  a	  similar	  attempt	  to	  describe	  
such	  moments,	  which	  seem	  to	  exist	  beside/beyond	  language	  and	  representation.	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Jones’s	  writing	  prompted	  my	  making	  a	  connection	  between	  the	  vulnerability	  that	  the	  
artist	  ‘confessed’	  to	  the	  audience	  through	  his	  naked	  body	  –	  a	  delicate	  negotiation	  
between	  his	  self-­‐regulated	  bleeding	  and	  his	  sharing	  of	  those	  porous	  boundaries	  with	  
the	  audience	  –	  and	  an	  environment	  imbued	  with	  radical	  intimacy.	  Such	  an	  
environment,	  I	  argued,	  has	  the	  potential	  to	  fundamentally	  destabilize	  the	  dualisms	  of	  
subject/other,	  the	  negotiation	  of	  which	  might	  produce	  a	  relational	  paradox:	  for	  
example,	  the	  performer	  and	  spectator	  may	  share	  a	  sense	  of	  a	  body	  that	  confesses	  its	  
own	  silence	  (or	  perhaps,	  a	  body	  resounds	  with	  silent	  confession).	  	  Thus	  I	  proposed	  
that	  when	  performance	  reveals	  a	  feeling	  body,	  beside/beyond	  language	  and	  
representation	  it	  might	  not	  only	  be	  ‘read’,	  but	  also	  viscerally	  felt.	  Through	  revealing	  
the	  contradictions	  of	  bodily	  autonomy	  (the	  body	  that	  is,	  and	  is	  not,	  mine),	  such	  
contradictions	  may	  produce	  a	  sense	  of	  corporeal	  transformation	  in	  the	  spectator,	  
which	  can	  resonate	  deeply:	  becoming	  profound	  through	  visceral	  imaging.	  
	  
Dolan	  has	  written:	  
	  
When	   a	   course	  meeting	   ‘clicks’,	   students	   and	   teachers	   are	   linked	  
together	   in	   a	   moment	   as	   profound	   and	   fleeting	   as	   performance.	  
Teaching	   is	   like	  performance,	  and	  classrooms	  are	   like	   theatre;	  our	  
encounters	   there	  are	  ephemeral,	  unreproducible…	  Classrooms	  are	  
places	   of	   longing	   and	   loss,	   in	   which	   embodied	   emotions	   roil	   to	  
prompt	   the	  pursuit	  of	   intellectual	   fulfilment,	   a	   state	   that	   can	  only	  
be	  attained	  for	  a	  moment.	  This	  is	  the	  stuff	  of	  desire.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  (2001:	  147)	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In	  effect	  it	  is	  such,	  or	  similar,	  moments	  that	  ‘click’	  between	  performers	  and	  
spectators	  that	  I	  have	  been	  investigating	  in	  performance.	  If	  this	  ‘is	  the	  stuff	  of	  
desire,’	  analysing	  the	  conditions	  of	  performance	  that	  are	  more	  likely	  to	  produce	  
queer	  moments	  must	  take	  into	  account	  not	  only	  how	  it	  negotiates	  its	  language	  and	  
representations,	  but	  also	  its	  circuits	  of	  desire.	  That	  is	  why	  an	  investigation	  into	  queer	  
moments	  has	  to	  combine	  the	  methodology	  of	  deconstruction	  with	  the	  
phenomenological	  approaches	  and	  visceral	  readings	  that	  (as	  set	  out	  in	  Chapters	  3)	  I	  
attempted	  in	  my	  analysis	  of	  XXX	  and	  Such	  Stuff	  As	  We	  Are	  Made	  Of.	  This	  is	  because,	  
in	  performance	  discourse	  (language/representation)	  is	  forever	  becoming	  visceral,	  
and	  vice	  versa.	  
	  
Investigating	  queer	  moments	  also	  reveals	  how	  performance	  might	  usefully	  explore	  
what	  forms	  a	  queer-­‐inflected	  embodied	  politics	  might	  take.	  The	  critique	  of	  dualisms	  
and	  representational	  exclusions	  cannot	  operate	  fully	  beside/beyond	  those	  binaries;	  
however	  it	  is	  in	  their	  constant	  negotiation	  that	  utopia	  –	  understood	  as	  an	  ongoing	  
process	  –	  might	  be	  glimpsed	  and	  consolidated.	  	  In	  life	  and	  in	  performance,	  
contradictions,	  dualisms	  and	  misunderstandings	  are	  inevitable.	  The	  question	  is:	  how	  
can	  we	  make	  this	  inevitability	  productive?	  Peggy	  Phelan	  writes:	  
	  
It	  is	  in	  the	  attempt	  to	  walk	  (and	  live)	  on	  the	  rackety	  bridge	  between	  
self-­‐	   and	   other	   –	   and	   not	   the	   attempt	   to	   arrive	   at	   one	   side	   or	  
another	   –	   that	   we	   discover	   real	   hope.	   That	   walk	   is	   our	   always	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suspended	  performance	  –	  in	  the	  classroom,	  in	  the	  political	  field,	  in	  
relation	  to	  one	  another	  and	  to	  ourselves.	  
	   	   	   	  	  	  	  	  	  (Phelan,	  1993:	  88-­‐89;	  emphasis	  in	  original)	  	  
	  
Such	  contingent	  essentialism	  –	  the	  ability	  to	  translate	  between	  different	  provisional	  
subject	  positions	  –	  is	  demonstrated	  in	  Crimp’s	  Attempts	  on	  her	  Life	  (2007).	  In	  
addition,	  investigating	  it	  as	  a	  Welsh-­‐language	  performance	  –	  Ceisio’i	  Bywyd	  Hi	  (2009)	  
–	  allowed	  me	  to	  explore	  cultural	  translation	  as	  a	  process	  that	  mediates	  these	  
dualisms	  of	  subject/other.	  	  As	  Butler	  argues,	  ‘oppositional	  voices	  are	  not	  feared,	  
degraded	  or	  dismissed,	  but	  valued	  for	  the	  instigation	  to	  a	  sensate	  democracy	  they	  
occasionally	  perform’	  (2006:	  151).	  Furthermore,	  analysing	  such	  acts	  of	  translation	  in	  
performance,	  between	  performers	  and	  spectators,	  might	  produce	  a	  sense	  of	  that	  
shared	  body	  that	  exists	  beside/beyond	  language	  because	  (as	  set	  out	  in	  Chapters	  4	  
and	  5)	  when	  translation	  communicates,	  it	  fails	  language	  successfully.	  
	  
It	  is	  precisely	  these	  acts	  of	  translation	  that	  Such	  Stuff	  As	  We	  Are	  Made	  Of	  produced	  
so	  successfully.	  As	  a	  spectator	  one	  was	  offered	  a	  variety	  of	  perspectives	  on	  the	  
‘human’	  subject.	  Traversing	  between	  these	  perspectives	  both	  intercepted	  my	  desires	  
and	  rendered	  the	  dualisms	  of	  language	  and	  representation	  strange.	  In	  a	  series	  of	  
brief	  moments	  I	  saw,	  heard	  and	  touched	  the	  ghost	  of	  a	  queer	  subject:	  where	  
human/non-­‐human	  existed	  simultaneously	  and	  where	  the	  body	  beside/beyond	  
language	  emerged	  through	  representation.	  	  In	  these	  moments,	  I	  was	  moved	  and	  
touched	  profoundly:	  the	  queer	  spectre	  experienced	  was	  akin,	  I	  thought	  and	  felt,	  to	  
someone	  walking	  over	  my	  grave.	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The	  writing	  of	  this	  thesis	  may	  be	  taken	  as	  an	  example	  of	  the	  durational	  and	  
transformative	  affects	  that	  queer	  moments	  can	  have.	  The	  irony	  of	  course	  is	  that	  it	  
takes	  a	  thesis	  to	  translate	  these	  fleeting	  moments	  into	  other	  formulations	  and	  forms,	  
and	  even	  then	  the	  whole	  thesis	  will	  still	  fall	  short	  of	  the	  experience.	  	  It	  has	  inevitably	  
transformed.	  	  However,	  as	  Phelan	  argues:	  
	  	  
It	   does	   no	   good,	   however,	   to	   simply	   refuse	   to	   write	   about	  
performance	   because	   of	   this	   inescapable	   transformation.	   The	  
challenge	   raised	   by	   the	   ontological	   claims	   of	   performance	   for	  
writing	   is	  to	  re-­‐mark	  again	  the	  performative	  possibilities	  of	  writing	  
itself.	  The	  act	  of	  writing	  toward	  disappearance,	  rather	  than	  the	  act	  
of	   writing	   toward	   preservation,	   must	   remember	   that	   the	   after-­‐
effect	  of	  disappearance	  is	  the	  experience	  of	  subjectivity	  itself.	  	  
	  	  	  	  	  	  	  	  	  (1993:	  148)	  
	  
This	  act	  of	  writing	  is	  a	  part	  of	  the	  legacy	  left	  by	  the	  queer	  moments	  I	  experienced	  in	  
Such	  Stuff	  As	  We	  Are	  Made	  Of.	  
	  
This	  is	  not	  the	  only	  legacy.	  Having	  adopted	  the	  position	  of	  spectator	  for	  the	  duration	  
of	  the	  research	  for	  this	  thesis,	  it	  could	  of	  course	  be	  interesting	  to	  investigate	  queer	  
moments	  in	  performance	  from	  the	  position	  of	  practitioner.	  How	  might	  I	  put	  these	  
conclusions	  into	  practice?	  My	  Name	  is	  Sue	  was	  possibly	  my	  first	  step	  in	  this	  direction,	  
though	  I	  did	  not	  realise	  it	  at	  the	  time,	  as	  the	  process	  of	  its	  development	  did	  not	  
 283 
reflexively	  engage	  with	  these	  issues	  and	  discoveries.	  However,	  through	  its	  
exploration	  of	  gender	  performativity	  and	  common	  human	  vulnerability	  –	  ‘We’re	  All	  
Going	  to	  Die’	  –	  perhaps	  the	  embodied	  traces	  of	  the	  queer	  moments	  in	  this	  thesis	  
were	  continuing	  to	  have	  an	  effect	  and	  being	  translated	  into	  practice.	  	  
	  
For	  example,	  as	  previously	  noted	  in	  the	  Introduction	  on	  the	  subject	  of	  common	  
human	  vulnerability,	  Dolan	  argues	  that	  sharing	  the	  liveness	  of	  performance	  
‘promotes	  a	  necessary	  and	  moving	  confrontation	  with	  mortality…by	  reminding	  us	  
that	  however	  differently	  we	  live,	  our	  common,	  flesh-­‐full	  cause	  is	  that	  in	  performance,	  
we’re	  dying	  together’	  (2005:	  41).	  	  
	  
In	  her	  conclusion	  to	  Unmarked	  (1993),	  Phelan	  considers	  the	  relationship	  between	  the	  
Real	  and	  the	  representational,	  as	  well	  as	  transformative	  possibilities	  offered	  by	  this	  
relation:	  	  
	  
The	   transformative	  possibilities	  of	   the	  Real,	  we	  may	  have	  to	   trust,	  
while	  unable	  to	  be	  fully	  confirmed	  within	  the	  field	  of	  the	  visible	  (or	  
the	  empirical),	  cannot	  be	  permanently	  denied.	  It	  is	  in	  doubt.	  That’s	  
why	  we	  must	  keep	  performing	  and	  transforming	  the	  interpretations	  
of	  this	  relation.	  Doubt	  may	  be	  the	  best	  guarantee	  of	  real	  presence.	  
	  	  	  	  	  	  	  	  	  (1993:	  180)	  	  
	  
Of	  course,	  the	  presence	  of	  ghosts	  is	  always	  subject	  to	  doubt.	  But	  I	  hope	  that	  my	  
investigations	  have	  indicated	  how	  ghosts	  of	  queer	  subjects	  might	  offer	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transformative	  potentials.	  For	  me	  queer	  moments	  are	  the	  best	  guarantee	  of	  real	  
‘presence’	  and	  those	  I	  have	  experienced	  continue	  to	  transform,	  both	  through	  my	  
analytical	  writing	  and	  creative	  practice.	  It	  is	  crucial	  to	  adopt	  provisional,	  contingent	  
positions	  to	  generate	  such	  reflexive	  perspectives	  on	  practices,	  both	  in	  performance	  
and	  in	  life.	  That	  is	  why,	  even	  though	  I	  consider	  myself	  primarily	  as	  a	  theatre	  
practitioner,	  it	  is	  as	  a	  spectator	  that	  I	  have	  written	  this	  thesis:	  to	  get	  a	  glimpse	  of	  
what	  I	  would	  like	  to	  be	  doing	  ‘from	  the	  other	  side’.	  
	  
So,	  let	  us	  return	  to	  that	  position	  of	  spectatorship	  and	  ask:	  what	  happened	  in	  that	  
final	  moment	  of	  Everything	  Must	  Go	  (2009)?	  	  Alice	  Rayner	  writes	  that	  theatre:	  
	  
…	  is	  where	  appearance	  and	  disappearance	  reproduce	  the	  relations	  
between	  the	   living	  and	  the	  dead,	  not	  as	  a	   form	  of	   representation,	  
but	  as	  a	  form	  of	  consciousness	  that	  has	  moved	  beyond	  dualities	  and	  
problems	  of	  representations	  without	  disregarding	  them.	  	  
	  	  	  	  	  	  	  	  	  	  (2006:	  xvi)	  
	  
I	  like	  to	  think	  that	  in	  that	  moment,	  when	  Fredricksson’s	  father	  appeared	  on	  screen,	  
that	  the	  performance	  had	  negotiated	  the	  dualisms	  of	  life/death	  to	  expose	  our	  
common	  human	  vulnerability.	  	  
	  
This	  performance	  in	  a	  variety	  of	  ways	  was	  a	  public	  confession	  of	  Fredricksson’s	  own	  
private	  mourning.	  	  Through	  offering	  such	  radical	  intimacy,	  through	  translating	  
between	  the	  various	  positions	  of	  her	  father’s	  identity,	  she	  was	  producing	  a	  tangibly	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embodied	  sense	  of	  his	  absence/presence.	  When	  her	  father	  ‘appeared’	  in	  action	  on	  
screen,	  for	  a	  moment	  I	  experienced	  an	  ‘intensive	  interaction	  and	  interrelationship	  
with	  others	  and	  with	  one’s	  surrounding,	  in	  which	  there	  [was]	  something	  like	  a	  
“pause”	  in	  normative	  consciousness	  of	  self’	  (Aston	  and	  Harris,	  2008:	  130).	  His	  
absence/presence	  produced	  a	  ghost	  of	  the	  queer	  subject	  that	  touched	  and	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